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THE TRANSLATORS’ PREFACE. 


Tue following History of Greek Literature has been composed 
by Professor K. O. Miiller of Gottingen, at the suggestion 
of the Society for the Difflsion of Useful Knowledge, and 
for its exclusive use. The work has been written in German, 
and has been translated under the superintendence of the 
Society, but the German text has never been published, so 
that the present translation appears as an original work. 

Before the publication of the present work, no history of 
Greek Literature had been published in the English language. 
The Society thought that, since the Greek Literature is the 
source from which the literature of the civilized world almost 
exclusively derives its origin; and since it still contains the 
finest productions of the human mind in Poetry, History, 
Oratory, and Philosophy; a history of Greek Literature would 
be properly introduced into the series of works published under 
their superintendence. The present work is intended to be 
within the compass of the general reader; but at the same 
time to be useful to scholars, and particularly to persons 
commencing or pursuing the study of the Greek authors. 
Agreeably with this view, the chief original authorities for the 
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statements in the text are mentioned in the notes: but few 
references have been given to the works of modern critics, 
either foreign or native. 

The translation hag been executed in correspondence with 
the author, who has read and approved of the larger part of it. 
Mr. Lewis was the translator of the first 22 chapters; and the 


rest of the version was executed by Mr. Donaldson. 
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LITERATURE OF ANCIENT GREECE. 


INTRODUCTION. 


In undertaking to write a history of Grecian literature, it is not our 
intention to enumerate the names of those many hundred authors whose 
works, accumulated in the Alexandrine Library, are reported, after 
passing through many other perils, to have finally been burnt by the 
Khalif Omar—an event from which the cause of civilisation has not, 
perhaps, suffered so much as many have thought; inasmuch as the 
inheritance of so vast a collection of writings from antiquity would, by 
engrossing all the leisure and attention of the moderns, have diminished 
their zeal and their opportunities for original productions. Nor will it 
be necessary to carry our younger readers (for whose use this work is 
chiefly designed) into the controversies of the philosophical schools, the 
theories of grammarians and critics, or the successive hypotheses of 
natural philosophy among the Greeks—in short, into those departments 
of literature which are the province of the learned by profession, and 
whose influence is confined to them alone. Our object is to consider 
Grecian literature as a main constituent of the character of the Grecian 
people, and to show how those illustrious compositions, which we still 
justly admire as the classical writings of the Greeks, naturally sprung 
from the taste and genius of the Greek races, and the constitution of 
civil and domestic society as established among them. For this pur- 
pose our inquiries may be divided into three principal heads:—1. 'The 
development of Grecian poetry and prose before the rise of the Athenian 
literature; 2. The flourishing era of poetry and eloquence at Athens ; 
and, 3. The history of Greek literature in the long period after Alex- 
ander; which last, although it produced a much larger number of 
writings than the former periods, need not, consistently with the object 
of the present work, be treated at great length, as literature had in this 
age fallen into the hands of the learned few, and had lost its living 
influence on the general mass of the community. 

In attempting to trace the gradual development of the literature of 
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ancient Greece from its earliest origin, it would be easy to make a 
beginning, by treating of the extant works of Grecian writers in their 
chronological order. We might then commence at once with Homer 
and Hesiod: but if we were to adopt this course, we should, like an epic 
poet, place our beginning in the middle of the history; for, like the 
Pallas of Grecian poetry, who sprang full-armed from the head of 
Jupiter, the literature of Greece wears the perfection of beauty in those 
works which Herodotus and Aristotle, and all critical and trust-worthy 
inquirers among the Greeks, recognised as being the most ancient that 
had descended to their times. Although both in the Hiad and Odyssey 
we can clearly discern traces of the infancy of the nation to which they 
belong, and although a spirit of simplicity pervades them, peculiar to 
the childhood of the human race, yet the class of poetry under which 
they fall, appears in them at its full maturity; ali the laws which 
reflection and experience can suggest for the epic form are observed 
with the most refined faste; all the means are employed by which 
the general effect can be heightened; no where does the poetry bear 
the character of a first essay or an unsuccessful attempt at some higher 
poetical flight ; indeed, as no subsequent poem, either of ancient or 
modern times, has so completely caught the genuine epic tone, there 
seems good reason to doubt whether any future poet will again be able 
to strike the same chord. It seems, however, manifest, that there 
must have been many attempts and experiments before epic poetry 
could reach this elevation ; and it was, doubtless, the perfection of the 
Tliad and Odyssey, to which these prior essays had led, that buried 
the productions of former bards in oblivion. Hence the first dawn 
of Grecian literature is without any perfect memorial; but we must be 
content to remain in ignorance of the connexion of literature with 
the character of the Greek races at the outset of their national existence, 
if we renounced all attempt at forming a conception of the times anterior 
to the Homeric poems. In order, therefore, to throw some light on this 
obscure period, we shall first consider those creations of the human 
intellect which in general are prior to poetry, and which naturally 
precede poetical composition, as poetry in its turn is followed by regular 
composition in prose. These are language and religion. When these 
two important subjects have been examined, we shall proceed, by means 
of allusions in the Homeric poems themselves, and the most credible 
testimonies of later times, to inquire into the progress and character of 
the Greek poetry before the time of Homer. 
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CHAPTER I. 


§ 1. General account of the languages of the Indo-Teutonic family.—9 2. Origin 
and formation of the Indo-Teutonic languages—multiplicity of their grammatical 
forms.—§ 3. Characteristics of the Greek language, as compared with the other 
languages of the Indo-Teutonic family.—§ 4. Variety of forms, inflexions, and 
dialects in the Greek language—§ 5. The tribes of Greece, and their several 
dialects—characteristics of each dialect. 


§ 1. Lanevace, the earliest product of the human mind, and the 
origin of all other intellectual energies, is at the same time the clearest 
evidence of the descent of a nation and of its affinity with other races. 
Hence the comparison of languages enables us to judge of the history 
of nations at periods to which no other kind of memorial, no tradition 
or record, can ascend. In modern times, this subject has been studied 
with more comprehensive views and more systematic methods than 
formerly: and from these researches it appears that a large part of the 
nations of the ancient world formed a family, whose languages 
(besides a large number of radical words, to which we need not here 
particularly advert) had on the whole the same grammatical structure 
and the same forms of derivation and inflexion. The nations between 
which this affinity subsisted are—the Indians, whose language, in its 
earliest and purest form, is preserved in the Sanscrit; the Persians, 
whose primitive language, the Zend, is closely allied with the Sanscrit ; 
the Armenians and Phrygians, kindred races, of whose language the 
modern Armenian is a very mutilated remnant, though a few ancient 
features preserved in it still show its original resemblance; the Greek 
nation, of which the Latin people is a branch; the Sclavonian races, 
who, notwithstanding their intellectual inferiority, appear from their 
language to be nearly allied with the Persians and other cognate 
nations; the Lettic tribes, among which the Lithuanian has preserved 
the fundamental forms of this class of languages with remarkable 
fidelity; the Teutonic, and, lastly, the Celtic races, whose language (so 
far as we can judge from the very degenerate remains of it nowextant), 
though deviating widely in some respects from the general character 
perceptible in the other languages, yet unquestionably belongs to the 
same family. It is remarkable that this family of languages, which 
possess the hichest perfection of grammatical structure, also includes a 
larger number of nations, and has spread over a wider extent of surface, 
than any other: the Semitic family (to which the Hebrew, Syrian, 
Phenician, Arabian, and other languages belong), though in many 
respects it can compete with the Indo-Germanic, is inferior to it in the 
perfection of its structure and its capacity for literary development; in 
respect of its diffusion likewise it approaches the Indian class of lan- 
guages, without being equal to it; while, again, the rude and meagre 
languages of the American aborigines are often confined to a very 
B2 
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narrow district, and appear to have no affinity with those of the other 
tribes in the immediate vicinity*. Hence, perhaps, it may be inferred, 
that the higher capacity for the formation and development of language 
was at this early period combined with a greater physical and mental 
energy—in short, with all those qualities on which the ulterior improve- 
ment and increase of the nations by which it was spoken depended. 

While the Semitic branch occupies the south-west of Asia, the Indo- 
Germanic languages run in a straight line from south-east to north- 
west, through Asia and*Europe: a slight interruption, which occurs in 
the country between the Euphrates and Asia Minor, appears to have 
been occasioned by the pressure of Semitic or Syrian races from the 
south; for it seems probable that originally the members of this 
national family succeeded one another in a continuous line, although 
we are not now able to trace the source from which this mighty stream 
originally flowed. Equally uncertain is it whether these languages were 
spoken by the earliest inhabitants of the countries to which they be- 
longed, or were introduced by subsequent immigrations ; in which latter 
case the rude aborigines would have adopted the principal features of 
the language spoken by the more highly endowed race, retaining at the 
same time much of their original dialect—an hypothesis which appears 
highly probable as regards those languages which show a general 
affinity with the others, but nevertheless differ from them widely in their 
grammatical structure and the number of their radical forms. 

§ 2. On the other hand, this comparison of languages leads to many 
results, with respect to the intellectual state of the Greek people, which 
throw an unexpected light into quarters where the eye of the historian 
has hitherto been able to discover nothing but darkness. We reject as 
utterly untenable the notion that the savages of Greece, from the inar- 
ticulate cries by which they expressed their animal wants, and from the 
sounds by which they sought to imitate the impressions of outward 
objects, gradually arrived at the harmonious and magnificent language 
which we admire in the poems of Homer. So far is this hypothesis 
from the truth, that language evidently is connected with the power of 
abstracting or of forming general notions, and is inconsistent with the 
absence of this faculty. It is plain that the most abstract parts of 
speech, those least likely to arise from the imitation of any outward 
impression, were the first which obtained a permanent form; and 
hence those parts of speech appear most clearly in all the languages of 
the Indo-Teutonic family. Among these are the verb “ to be,” the 
forms of which seem to alternate in the Sanscrit, the Lithuanian, and 
the Greek; the pronouns, which denote the most general relations 
of persons and things to the speaker; the numerals, also abstract 
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* Some of the American languages are rather cumbersome than meagre in their 
grammatical forms ; and some are much more widely spread than others.— Note by 
Editor. 
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terms, altogether independent of impressions from single objects; and, 
lastly, the grammatical forms, by which the actions expressed by verbs 
are referred to the speaker, and the objects expressed by nouns are 
placed in the most various relations to one another. The luxuriance of 
grammatical forms which we perceive in the Greek cannot have been 
of late introduction, but must be referred to the earliest period of the 
language; for we find traces of nearly all of them in the cognate 
tongues, which could not have been the case unless the languages before 
they diverged had possessed these forms in common: thus the distine- 
tion between aorist tenses, which represent an action as a moment, 
as a single point, and others, which represent it as continuous, like a 
prolonged line, oceurs in Sanscrit as well as in Greek. 

In general it may be observed, that in the lapse of ages, from the 
time that the progress of language can be observed, grammatical forms, 
such as the signs of cases, moods, and tenses, have never been increased 
in number, but have been constantly diminishing. The history of the 
Romance, as well as of the Germanic, languages, shows in the clearest 
manner how a grammar, once powerful and copious, has been gradually 
weakened and impoverished, until at last it preserves only a few frag- 
ments of its ancient inflections. The ancient languages, especially 
the Greek, fortunately still retained the chief part of their gram- 
matical forms at the time of their literary development; thus, for 
example, little was lost in the progress of the Greek language from. 
Homer to the Athenian orators. Now there is no doubt that this lux- 
uriance of grammatical forms is not an essential part of a language, 
considered merely as a vehicle of thought. It is well known that the 
Chinese language, which is merely a collection of radical words destitute 
of grammatical forms, can express even philosophical ideas with tolerable 
precision; and the English, which, from the mode of its formation by 
a mixture of different tongues, has been stripped of its grammatical 
inflections more completely than any other European language, seems 
nevertheless, even to a foreigner, to be distinguished by its energetic 
eloquence. All this must be admitted by every unprejudiced inquirer ; 
but yet it cannot be overlooked, that this copiousness of grammatical 
forms, and the fine shades of meaning which they express, evince a 
nicety of observation and a faculty of distinguishing, which unques- 
tionably prove that the race of mankind among whom these languages 
arose was characterized by a remarkable correctness and subtlety of 
thought. Nor can any modern European, who forms in his mind a 
lively image of the classical languages in their ancient grammatical 
luxuriance, and compares them with his mother tongue, conceal from 
himself that in the ancient languages the words, with their inflections, 
clothed as it were with muscles and sinews, come forward like living 
bodies, full of expression and character; while in the modern tongues 
the words seem shrunk up into mere skeletons. Another advantage 
which belongs to the fulness of grammatical forms is, that words of 
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similar signification make likewise a similar impression on the ear; 
whence each sentence obtains a certain symmetry and, even where the 
collocation of the words is involved, a clearness and regularity, which may 
be compared with the effect produced on the eye by the parts of a well- 
proportioned building ; whereas, in the languages which have lost their 
grammatical forms, either the lively expression of the feeling is hin- 
dered by an unvarying and monotonous collocation of the words, or 
the hearer is compelled to strain his attention, in order to comprehend 
the mutual relation of the several parts of the sentence. Modern lan- 
guages seem to attempt to win their way at once to the understanding 
without dwelling in the ear; while the classical languages of antiquity 
seek at the same time to produce a corresponding effect on the outward 
sense, and to assist the mind by previously filling the ear, as it were, 
with an imperfect consciousness of the meaning sought to be-conveyed 
by the words. 

§ 3. These remarks apply generally to the languages of the Indo- 
Germanic family, so far as they have been preserved in a state of inte- 
grity by literary works and have been cultivated by poets and orators. 
We shall now limit our regards to the Greek language alone, and shall 
attempt to exhibit its more prominent and characteristic features as 
compared with those of its sister tongues. In the sounds which were 
formed by the various articulation of the voice, the Greek language hits 
that happy medium which characterises all the mental productions of 
this people, in being equally removed, on the one hand, from the super- 
abundant fulness, and, on the other, from the meagreness and tenuity of 
sound, by which other languages are variously deformed. If we com- 
pare the Greek with that language which comes next to it in fitness 
for a lofty and flowing style of poetry, viz., the Sanscrit, this latter 
certainly has some classes of consonants not to be found in the Greek, 
the sounds of which it is almost impossible for an European mouth to 
imitate and distinguish: on the other hand, the Greek is much richer 
in short vowels than the Sanscrit, whose most harmonious poetry would 
weary our ears by the monotonous repetition of the A sound; and it 
possesses an astonishing abundance of diphthongs, and tones produced 
by the contraction of vowels, which a Greek mouth could alone distin- 
guish with the requisite nicety, and which, therefore, are necessarily 
confounded by the modern European pronunciation. We may likewise 
perceive in the Greek the influence of the laws of hurmony, which, in 
different nations, have caused the rejection of different combinations of 
vowels and consonants, and which have increased the softness and 
beauty of languages, though sometimes at the expense of their ter- 
minations and characteristic features. By the operation of the latter 
cause, the Greek has, in many places, lost its resemblance to the 
original type, which, although not now preserved in any one of the 
extant languages, may be restored by conjecture from all of them; even 
here, however, it cannot be denied that the correct taste and feeling 
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of the Greeks led them to a happy mixture of the consonant and vowel 
sounds, by which strength has been reconciled with softness, and har- 
mony with strongly marked peculiarities; while the language has, at 
the same time, in its multifarious dialects, preserved a variety of sound 
and character, which fit it for the most discordant kinds of poetical and 
prose composition. 

§ 4. We must not pass over one important characteristic of the Greek 
language, which is closely connected with the early condition of the 
Greek nation, and which may be considered as, in some degree, pre- 
figuring the subsequent character of its civilisation. In order to con- 
vey an adequate idea of our meaning, we will ask any person who is 
acquainted with Greek, to recal to his mind the toils and fatigue which 
he underwent in mastering the forms of the language, and the difficulty 
which he found to impress them on his memory ; when his mind, vainly 
attempting to discover a reason for such anomalies, was almost in despair 
at finding that so large a number of verbs derive their tenses from the 
most various roots; that one verb uses only the first, another only the 
second, aorist, and that even the individual persons of the aorist are 
sometimes compounded of the forms of the first and second aorists respec- 
tively ; and that many verbs and substantives have retained only single 
or a few forms, which have been left standing by themselves, like the 
remains of a pastage. The convulsions and catastrophes of which we see 
so many traces around us in the frame-work of the world have not been 
confined to external nature alone. The structure of languages also has 
evidently, in ages prior to the existence of any literature, suffered some 
violent shocks, which may, perhaps, have received their impulse from 
migrations or internal discord ; and the elements of the language, having 
bee thrown in confusion together, were afterwards re- -arranged, and 
combined into a new whole. Above all is this true of the Greek lan- 
guage, which bears strong marks of having originally formed part of a 
great and regular plan, and of having been reconstructed on a new 
system from the fragments of the former edifice. The same is doubtless 
also the cause of the great variety of dialects which existed both among 
the Greeks and the neighbouring nations ;—a variety, of which mention 
is made at so early a date as the Homeric poems*. As the country 
inhabited by the Greeks is intersected to a remarkable degree by moun- 
tains and sea, and thus was unfitted by Nature to serve as the habitation 
of a uniform population, collected in large states, like the plains of the 
Euphrates and Ganges; and as, for this reason, the Greek people was 
divided into a number of separate tribes, some of which attract our 
attention in the early fabulous age, others in the later historical period ; 
so likewise the Greek language was divided, to an unexampled extent, 
into various dialects, which differed from each other according to the 


* In Iliad, ii. 804, and iy. 437, there is mention of the variety of dialects among the 
allies of the Trojans ; 3 and in Odyssey, xix. 175, among the Greek tribes in Crete. 
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several tribes and territories. In what relation the dialects of the 
Pelasgians, Dryopes, Abantes, Leleges, Epeans, and other races widely 
diffused in the earliest periods of Grecian history, may have stood to one 
another, is indeed a question which it would be vain to attempt to answer ; 
but thus much is evident, that the number of these tribes, and their 
frequent migrations, by mixing and confounding the different races, 
contributed powerfully to produce that irregularity of structure which 
characterises the Greek language in its very earliest monuments. 

~ § 5. The primitive tribes just mentioned, which were the earliest 
occupants of Greece known to tradition, and of which the PELasGrAns, 
and after them the LeLeaes, were the most extended, unquestionably 
did much fer the first cultivation of the soil, the foundation of insti- 
tutions for divine worship, and the first establishment of a regular order 
of society. The Pelasgians, widely scattered over Greece, and having 
their settlements in the most fertile regions (as the vale of the Peneus 
in Thessaly, the lower districts of Boeotia, and the plains of Argos 
and Sicyon), appear, before the time when they wandered through 
Greece in isolated bodies, as a nation attached to their own dwelling- 
places, fond of building towns, which they fortified with walls of a 
colossal size, and zealously worshipping the powers of heaven and 
earth, which made their fields fruitful and their cattle prosperous. The 
mythical genealogies of Argos competed as it were with those of 
Sicyon; and both these cities, by a long chain of patriarchal princes 
(most ef whom are merely personifications of the country, its mountains 
and rivers), were able to place their origin at a period of the remotest 
antiquity. The Leleges also (with whom were connected the Locrians 
in Northern Greece and the Epeans in Peloponnesus), although they 
had fewer fixed. settlements, and appear to have led a rougher and 
more warlike life—such as still prevailed in the mountainous districts of 
Northern Greece at the time of the historian Thucydides—yet cele- 
brated their national heroes, especially Deucalion and his descendants, 
as founders of cities and temples. But there is no trace of any peculiar 
creation of the intellect having developed itself among these races, or of 
any poems in which they displayed any peculiar character; and whe- 
ther it may be possible to discover any characteristic and distinct features 
in the legends of the gods and heroes who belong to the territories 
occupied by these different tribes is a question which must be deferred 
until we come to treat of the origin of the Grecian mythology. It is 
however much to be lamented that, with our sources of information, it 
seems impossible to form a well-grounded opinion on the dialects of 
these ancient tribes of Greece, by which they were doubtless precisely 
distinguished from one another; and any such attempt appears the 
more hopeless, as even of the dialects which were spoken in the several 
territories of Greece within the historical period we have only a scanty 
knowledge, by means of a few inscriptions and the statements of gram- 
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marians, wherever they had not obtained a literary cultivation and 
celebrity by the labours of poets and prose writers. 

Of more influence, however, on the development of the intellectual 
faculties of the Greeks was the distinction of the tribes and their 
dialects, established at a period which, from the domination of war- 
like and conquering races and the consequent prevalence of a bold 
spirit of enterprise, was called the heroic age. It is at this time, before 
the migration of the Dorians into Peloponnesus and the settlements 
in Asia Minor, that the seeds must have been sown of an opposition 
between the races and dialects of Greece, which exercised the most 
important influence on the state of civil society, and thus on the direction 
of the mental energies of the people, of their poetry, art, and literature. 
If we consider the dialects of the Greek language, with which we are ac- 
quainted by means of its literary monuments, they appear to fall into two 
great classes, which are distinguished from each other by characteristic 
marks. ‘The one class is formed by the AZolic dialect; a name, indeed, 
under which the Greek grammarians included dialects very different 
from one another, as in later times everything was comprehended under 
the term Holic, which was not Ionic, Attic, or Doric. According to 
this acceptation of the term about three-fourths of the Greek nation 
consisted of Eolians, and dialects were classed together as Holic which 
(as is evident from the more ancient inscriptions) differed more from 

ne another than from the Dorie; as, for example, the Thessalian and 
/Etolian, the Beeotian and Elean dialects. The olians, however, pro- 
perly so called (who occur in mythology under this appellation), lived 
at this early period in the plain of Thessaly, south of the Peneus, which 
was afterwards called Thessaliotis, and from thence as far as the Pagu- 
setic Bay. We also find in the same mythical age a branch of the 
Eolian race, in southern Atolia, in possession of Calydon; this frag- 
ment of the olians, however, afterwards disappears from history, while 
the Zolians of Thessaly, who also bore the name of Boeotians, two 
generations after the Trojan war, migrated into the country which was 
called after them Bceotia, and from thence, soon afterwards, mixed with 
other races, to the maritime districts and islands of Asia Minor, which 
from that time forward received the name of /Kolis in Asia Minor *. 
Tt is in this latter AZolis that we become acquainted with the /Kolian 
dialect, through’ the lyric poets of the Lesbian school, the origin and 
character of which will be explained in a subsequent chapter. On the 


* We here only reckon those Molians who were in fact considered as belonging 
to the AZolian race, and not all the tribes which were ruled by heroes, whom Hesiod, 
in the fragment of the sia, calls sons of AMolus ; although this genealogy justifies 
us in assuming a close affinity between those races, which is also confirmed by other 
testimonies. In this sense the Minyans of Orchomenus and Iolcus, ruled by the 
FRolids Athamas and Cretheus, were of AZolian origin; a nation which, by the 
stability of its political institutions, its spirit of enterprise, even for maritime expe- 
ditions, and its colossal buildings, holds a pre-eminent rank among the tribes of the 
mythical age of Greece. (See Hesiod, Fragm, 28, ed. Gaisford. 
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whole it may be said of this dialect, as of the Bootian in its earlier 
form, that it bears an archaic character, and approaches nearest to the 
source of the Greek language; hence the Latin, as being connected 
with the most ancient form of the Greek, has a close affinity with it, and 
in general the agreement with the other languages of the Indo-Ger- 
manic family is always most perceptible in the Holic. A mere variety 
of the Holic was the dialect of the Doric race, which originally was 
confined to a narrow district in Northern Greece, but was afterwards 
spread over the Peloponnesus and other regions by that important move- 
ment of population which was called the Return of the Heracieids. It 
is characterized by strength and breadth, as shown in its fondness for 
simple open vowel sounds, and its aversion for sibilants. Much more 
different from the original type is the other leading dialect of the Greek 
language, the Zonic, which took its origin in the mother-country, and 
was by the Ionic colonies, which sailed from Athens, carried over to 
Asia Minor, where it underwent still further changes. Its character- 
istics are softness and liquidness of sound, arising chiefly from the 
concurrence of vowels, among whieh, not the broad @ and 0, but the 
thinner sounds of ¢ and w, were most prevalent ; among the consonants 
the tendency to the use of s is most discernible. It may be observed, 
that wherever the Ionic dialect differs either in vowels or consonants 
from the ‘Holic, it also differs from the original type, as may be 
discovered by a comparison of the cognate languages; it must there- 
fore be considered as a peculiar form of the Greek, which was deve- 
loped within the limits of the Grecian territory. It is probable that 
this dialect was spoken not only by the Tonians, but also, at least one 
very similar, by the ancient Achwans; since the Acheans in the 
genealogical legends concerning the descendants of Hellen are repre- 
sented as the brothers of the Ionians: this hypothesis would also explain 
how the ancient epic poems, in which the Ionians are scarcely men- 
tioned, but the Achzan race plays the principal part, were written in a 
dialect which, though differing in many respects from the genuine [onie, 
has yet the closest resemblance to it. 

Even from these first outlines of the history of the Greek dialects we 
might be led to expect that those features would be developed in the 
institutions and literature of the several races which we find in their 
actual history. In the A¥olic and Doric tribes we should be prepared 
to find the order of society regulated by those ancient customs and 
principles which had been early established among the Greeks; their 
dialects at least show a strong disposition to retain the archaic forms, 
without much tendency to refinement. Among the Dorians, however, 
every thing is more strongly expressed, and comes forward in a more 
prominent light than among the Molians; and as their dialect every- 
where prefers the broad, strong, and rough tones, and introduces them 
threughout with unbending regularity, so we might naturally look among 
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them for a disposition to carry a spirit of austerity and of reverence for 
ancient custom through the entire frame of civil and private society. 
The Jonians, on the other hand, show even in their dialect a strong 
tendency to modify ancient forms according to their taste and humour, 
together with a constant endeavour to polish and refine, which was 
doubtless the cause why this dialect, although of later date and of 
secondary origin, was first employed in finished poetical compositions. 


CHAPTER II*. 


§ 1. The earliest form of the Greek religion not portrayed in the Homeric poems.— 
§ 2. The Olympic deities, as described by Homer.—§ 3. Earlier form of worship 
in Greece directed to the outward objects of Nature—§ 4, Character and attri- 
butes of the several Greek deities, as persomifications of the powers and objects of 
Nature.—§ 5. Subsequent modification of jhese ideas, as displayed in the Ho- 
meric description of the same deities. 


§ 1. Nexr to the formation of language, religion is the earliest object 
of attention to mankind, and therefore exercises a most important 
influence on all the productions of the human intellect. Although 
poetry has arisen at a very early date among many nations, and ages 
which were as yet quite unskilled in the other fine arts have been dis- 
tinguished for their poetical enthusiasm, yet the development of religious 
notions and usages is always prior, in point of time, to poetry. No 
nation has ever been found entirely destitute of notions of a superior 
race of beings exercising an influence on mankind; but tribes have 
existed without songs, or compositions of any kind which could be 
considered as poetry. Providence has evidently first given mankind 
that knowledge of which they are most in need; and has, from the 
beginning, scattered among the nations of the entire world a glimmering 
of that light which was, at a later period, to be manifested in brighter 
effulgence. 

This consideration must make it evident that, although the Homeric 
poems belong to the first age of the Greek poetry, they nevertheless 
cannot be viewed as monuments of the first period of the development 
of the Greek religion. Indeed, it is plain that the notions concerning 
the gods must have undergone many changes before (partly, indeed, by 
means of the poets themselves) they assumed that form under which 


* We have thought it absolutely essential, for the sake of accuracy, in treating 
of the deities of the ancient Greek religion, to use the names by which they were 
known to the Greeks, As these, however, may sound strange to persons not ac- 
quainted with the Greek language, we subjoin a list of the gods of the Romans with 
which they were in later times severally identified, and by whose names they are 
zommonly known: —Zeus, Jupiter; Hera, Juno; Athena, Minerva; <dres, Mars; 
Artemis, Diana; Hermes, Mercury; Demeter, Ceres; Cora, Proserpine; Hephaestus, 
Vulcan; Poseidon, Neptune; Aphrodite, Venus ; Dionysus, Bacchus. 
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they appear in the Homeric poems. The description given by Homer 
of the life of the gods in the palace of Zeus on Olympus is doubtless as 
different from the feeling and the conception with which the ancient 
Pelasgian lifted up his hands and voice to the Zeus of Dodona, whose 
dwelling was in the oak of the forest, as the palace of a Priam or Aga- 
memmon from the hut which one of the original settlers constructed of un- 
hewn trunks in a solitary pasture, in the midst of his flocks and herds. 

§ 2. he conceptions of the gods, as manifested in the Homeric 
poems, are perfectly suited to a time when the most distinguished and 
prominent part of the people devoted their lives to the occupation of 
arms and to the transaction of public business in common ; which time 
was the period in which the heroic spirit was developed. On Olympus, 
lying near the northern boundary of Greece, the highest mountain of 
this country, whose summit seems to touch the heavens, there rules 
an assembly or family of gods; the chief of which, Zeus, sunimons at 
his pleasure the other gods to council, as Agamemnon summons the 
other princes. He is acquainted with the decrees of fate, and is able to 
guide them; and, as being himself king among the gods, he gives the 
kings of the earth their power and dignity. By his side is a wife, whose 
station entitles her to a large share of his rank and dominion; anda 
daughter of a masculine complexion, a leader of battles, and a protec- 
tress of citadels, who by her wise counsels deserves the confidence which 
her father bestows on her; besides these a number of gods, with various 
degrees of kindred, who have each their proper place and allotted duty 
in the divine palace. On the whole, however, the attention of this 
divine council is chiefly turned to the fortunes of nations and cities, and 
especially to the adventures and enterprises of the heroes, who, being 
themselves for the most part sprung from the blood of the gods, form 
the connecting link between them and the ordinary herd of mankind. 

§ 3. Doubtless such a notion of the gods as we have just described 
was entirely satisfactory to the princes of Ithaca, or any other Greek 
territory, who assembled in the hall of the chief king at the common 
meal, and to whom some bard sung the newest song of the bold adven- 
tures of heroes. But how could this religion satisfy the mere country- 
man, who wished to believe that in seed-time and in harvest, in winter 
and in summer, the divine protection was thrown over him; who 
anxiously sought to offer his thanks to the gods for all kinds of rural 
prosperity, for the warding off of all danger from the seed and from the 
cattle? As the heroic age of the Greek nation was preceded by another, 
in which the cultivation of the land, and the nature of the different 
districts, occupied the chief attention of the inhabitants (which may 
be called the Pelasgian period), so likewise there are sufficient traces 
and remnants of a state of the Grecian religion, in which the gods were 
considered as exhibiting their power chiefly in the operations of outward 
nature, in the changes of the seasons, and the phenomena of the year. 
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Imagination—whose operations are most active, and whose expressions 
are most simple and natural in the childhood both of nations and indi- 
viduals—led these early inhabitants to discover, not only in the general 
phenomena of vegetation, the unfolding and death of the leaf and 
flower, and in the moist and dry seasons of the year, but also in the 
peculiar physical character of certain districts, a sign of the alternately 
hostile or peaceful, happy or ill-omened coincidence of certain deities. 
There are still preserved in the Greek mythology many legends of a 
charming, and at the same time touching simplicity, which had their 
origin at This period, when the Greek religion bore the character of a 
worship of the powers of Nature. It sometimes also occurs that those 
parts of mythology which refer to the origin of civil society, to the 
alliances of princes, and to military expeditions, are closely interwoven 
with mythical narratives, which when minutely examined are found to 
contain nothing definite on the acts of particular heroes, but only describe 
physical phenomena, and other circumstances of a general character, 
and which have been combined with the heroic fables only through a 
forgetfulness of their original form; a confusion which naturally arose, 
when in later times the original connexion of the gods with the agencies 
of Nature was more and more forgotten, and those of their attributes and 
acts which had reference to the conduct of human life, the government 
of states, or moral principles, were perpetually brought into more pro- 
minent notice. It often happens that the original meaning of narratives 
of this kind may be deciphered when it had been completely hidden 
from the most learned mythologists of antiquity. But though this 
process of investigation is often laborious, and may, after all, lead only to 
uncertain results, yet it is to be remembered that the mutilation and 
obscuring of the ancient mythological legends by the poets of later times 
affords the strongest proof of their high antiquity; as the most ancient 
buildings are most discoloured and impaired by time. 

§ 4. An inquiry, of which the object should be to select and unite ail 
the parts of the Greek mythology which have reference to natural 
phenomena and the changes of the seasons, although it has never been 
recularly undertaken, would doubtless show that the earliest religion of 
the Greeks was founded on the same notions as the chief part of the 
religions of the East, particularly of that part of the East which was 
nearest to Greece, Asia Minor. The Greek mind, however, even in 
this the earliest of its productions, appears richer and more various in its 
forms, and at the same time to take a loftier and a wider range, than is 
the case in the religion of the oriental neighbours of the Grecks, the 
Phrygians, Lydians, and Syrians. In the religion of these nations, the 
combination and contrast of two beings (Baal and Astarte), the one male, 
representing the productive, and the other female, representing the 
passive and nutritive powers of Nature, and the alternation of two 
states, viz., the strength and vigour, and the weakness and death of 
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the male personification of Nature, of which -the first was celebrated 
with vehement joy, the latter with excessive lamentation, recur in a 
perpetual cycle, which must in the end have wearied and stupified the 
mind. The Grecian worship of Nature, on the other hand, in all the 
various forms which it assumed in different places, places one deity, as 
the highest of all, at the head of the entire system, the God of heaven 
and light ; for that this is the meaning of the name Zeus is shown by 
the occurrence of the same root (Di) with the same signification, even 
in the Sanscrit*, and by the preservation of several of its derivatives 
which remained in commonuse both in Greek and Latin, all contaming 
the notion of heaven and day. With this god of the heavens, who 
dwells in the pure expanse of ether, is associated, though not as a being 
of the same rank, the goddess of the Earth, who in different temples 
(which may be considered as the mother-churches of the Grecian 
religion) was worshipped under different names, Hera, Demeter, Dione, 
and some others of less celebrity. The marriage of Zeus with this god- 
dess (which signified the union of heaven and earth in the fertilizing 
rains) was a sacred solemnity in the worship of these deities. Besides 
this goddess, other beings are associated on one side with the Supreme 
God, who are personifications of certain of his energies ; powerful deities 
who carry the influence of light over the earth, and destroy the opposing 
powers of darkness and confusion: as Athena, born from the head of 
her father, in the height of the heavens; and Apollo, the pure and 
shining god of a worship belonging to other races, but who even in 
his original form was a god of light. On the other side are deities, 
allied with the earth and dwelling in her dark recesses; and as all 
life appears not only to spring from the earth, but to return to that 
whence it sprung, these deities are for the most part also connected with 
death: as Hvrmes, who brings up the treasures of fruitfulness from the 
depth of the earth, and the child, now lost and now recovered by her 
mother Demeter, Cora, the goddess both ef flourishing and of decaying 
Nature. It was natural to expect that the element of water (Poseidon) 
should also be introduced into this assemblage of the personified powers 
of Nature, and should be peculiarly combined with the goddess of the 
Earth: and that fire (Hephestus) should be represented as a powerful 
principle derived from heaven and having dominion on the earth, and 
be closely allied with the goddess who sprang from the head of the god 
of the heavens. Other deities are less important and necessary parts of 
this system, as Aphrodite, whose worship was evidently for the most part 
propagated over Greece from Cyprus and Cythera + by the influence of 


* The root DIU is most clearly seen in the oblique cases of Zeus, A:F%e As Fi, in which 
the U has passed into the consouant form F: whereas in Z<;, as in other Greek 
words, the sound DI has passed into Z, and the vowel has been lengthened. In the 
Latin Jovis (Juve in Umbrian) the D has been lost before I, which, however, is pre 
served in many other derivatives of the same root, as dies, dium, 

+ See Herod. i. 105; and Hist. of Rome, pp. 121, 122, 
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Syropheenician tribes. Asa singular being, however, in the assembly of 
the Greek deities, stands the changeable god of flourishing, decaying, and 
renovated Nature, Dionysus, whose alternate joys and sufferings, and mar- 
vellous adventures, show a strong resemblance to the form which religious 
notions assumed in Asia Minor. Introduced by the Thracians (a tribe 
which spread from the north of Greece into the interior of the country), 
and not, like the gods of Olympus, recognized byall the races of the 
Greeks, Dionysus always remaine#| to a certain degree estranged from the 
rest of the gods, although his attributes had evidently most affinity with 
those of Demeter and Cora. But in this isolated position, Dionysus 
exercises an important influence on the spirit of the Greek nation, and 
both in sculpture and poetry gives rise to a class of feelings which agree 
in displaying more powerful emotions of the mind, a bolder flight of tbe 
imagination, and more acute sensations of pain and pleasure, than were 
exhibited on occasions where this influence did not operate. 

§ 5. In like manner the Homeric poems (which instruct us not 
merely by their direct statements, but also by their indirect allusions, not 
only by what they say, but also by what they do not say), when atten- 
tively considered, clearly show how this ancient religion of nature sank 
into the shade as compared with the salient and conspicuous forms of 
the deities of the heroic age. The gods who dwell on Olympus scarcely 
appear at all in connexion with natural phenomena. Zeus chiefly 
exercises his powers as a ruler andaking; although he is still designated 
(by epithets doubtless of high antiquity) as the god of the ether and 
the storms*; as in much later times the old picturesque expression was 
used, “ What is Zeus doing?” for “ What kind of weather is it?” In 
the Homeric conception of Hera, Athena, and Apollo, there is no trace 
of any reference of these deities to the fertility of the earth, the clearness 
of the atmosphere, the arrival of the serene spring, and the like; which, 
however, can be discovered in other mythical legends concerning them, 
and still more in the ceremonies practised at their festivals, which 
generally contain the most ancient ideas. NHephestus has passed from 
the powerful god of fire in heaven and in earth into a laborious smith 
and worker of metals, who performs his duty by making armour and 
arms for the other gods and their favourite heroes. As to Hermes, there 
are some stories in which he is represented as giving fruitfulness to cattle, 
in his capacity of the rural god of Arcadia; from which, by means of 
various metamorphoses, he is transmuted into the messenger of Zeus, 
and the servant of the gods. 

Those deities, however, which stood at a greater distance from the 
relations of human life, and especially from the military and political 
actions of the princes, and could not easily be brought into connexion 
with them, are for that reason rarely mentioned by Homer, and never 
take any part in the events described by him ; in general they keep aloof 


* aidees valuv’ veheanyietrns. 
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from the circle of the Olympic gods. Demeter is never mentioned as 
assisting any hero, or rescuing him from danger, or stimulating him to 
the battle ; but if any one were thence to infer that this goddess was not 
known as early as Homer's time, he would be refuted by the incidental 
allusions to her which frequently occur in connexion with agriculture 
and corn. Doubtless Demeter (whose name denotes the earth as 
the mother and author of life*) was in the ancient Pelasgic time 
honoured with a general and public worship beyond any other deity ; but 
the notions and feelings excited by the worship of this goddess and 
her daughter (whom she beheld, with deep lamentation, torn from her 
every autumn, and recovered with excessive joy every spring) constantly 
became more and more unlike those which were connected with the other 
gods of Olympus. Hence her worship gradually obtained a peculiar 
form, and chiefly from this cause assumed the character of mysteries: 
that is, religious solemnities, in which no one could participate without 
having undergone a previous ceremony of admission and initiation. In 
this manner Homer was, by a just and correct taste, led to perceive that 
Demeter, together with the other divine beings belonging to her, had 
nothing in common with the gods whom the epic muse assembled about 
the throne of Zeus; and it was the same feeling which also prevented him 
from mixing up Dionysus, the other leading deity of the mystic worship 
of the Greeks, with the subject of his poem, although this god is 
mentioned by him as a divine being, of a marvellous nature, stimu- 
lating the mind to joy and enthusiasm, 


CHAPTER III. 


§ 1. First efforts of Greek poetry. Plaintive songs of husbandmen.—§ 2. Descrip- 
tion of several of these songs, viz. the Linus.—§ 3. The lalemus, the Scephrus, 
the Lityerses, the Bormus, the Maneros, and the laments for Hylas and Adonis. 
—§ 4. The Pan, its origin and character.—§ 5. The Threnos, or lament for the 
dead, and the Hymeneos, or bridal song.—§ 6. Origin and character of the chorus. 
—) 7. Ancient poets who composed sacred hymns, divided into three classes, viz. 

. those connected, i. With the worship of Apollo; ii, With the worship of Demeter 
and Dionysus; and ii, With the Phrygian worship of the mother of the Gods, of 
the Corybantes, &c.—§ 8. Explanation of the Thracian origin of several of the 
early Greek poets.—§ 9. Influence of the early Thracian or Pierian poets on the 
epic poetry of Homer. 


§ 1. Many centuries must have elapsed before the poetical language of 
the Greeks could have attained the splendour, the copiousness, and the 
fluency which so strongly excite our admiration in the poems of Homer. 
The service of the gods, to which all the highest energies of the mind 
were first directed, and from which the first beginnings of sculpture, 


* An wirnp, that is, yi warp. 
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architecture, music, and poetry proceeded, must for a long time have 
consisted chiefly in mute motions of the body, in symbolical gestures, in 
prayers muttered in a low tone, and, lastly, in loud broken ejaculations 
(cXoAvypde), such as were in later times uttered at the death of the 
Victim, in token of an inward feeling; before the winged word issued 
clearly from the mouth, and raised the feelings of the multitude to 
religious enthusiasm —in short, before the first hymn was heard. 

The first outpourings of poetical enthusiasm were doubtless songs 
describing, in few and simple verses, events which powerfully affected 
the feelings of the hearers. From what has been said in the last chapter 
it is probable that the earliest date may be assigned to the songs which 
referred to the seasons and their phenomena, and expressed with sim- 
plicity the notions and feelings to which these events gave birth: as 
they were sung by peasants at the corn and wine harvest, they had their 
origin in times of ancient rural simplicity. It is remarkable that song's 
of this kind often had a plaintive and melancholy character; which cir- 
cumstance is however explained when we remember that the ancient 
worship of outward nature (which was preserved in the rites of Demeter 
and Cora, and also of Dionysus) contained festivals of wailing and 
lamentation as well as of rejoicing and mirth. It is not, however, to 
be supposed that this was the only cause of the mournful ditties in 
question, for the human heart has a natural disposition to break out 
from time to time into lamentation, and to seek an occasion for grief 
even where it does not present itself—as Lucretius says, that “in the 
pathless woods, among the lonely dwellings of the shepherds, the sweet 
laments were sounded on the pipe*.” 

§ 2. To the number of these plaintive ditties belongs the song Linus, 
mentioned by Homert, the melancholy character of which is shown by 
its fuller names, AtAwoce and OirdéAuwoe (literally, “ Alas, Linus!” and 
“ Death of Linus”). It was frequently sung in Greece, according to 
Homer, at the grape-picking. Accordmg to a fragment of Hesiod {, 
all singers and players.on the cithara lament at feasts and dances Linns, 
the beloved son of Urania, and call on Linus at the beginning and the 
end; which probably means that the song of lamentation began and 
ended with the exclamation A? Aive. Linus was originally the subject 
cf the song, the person whose fate was bewailed in it; and there were 
many districts in Greece (for example, Thebes, Chalcis, and Argos) in 
which tombs of Linus were shown. ‘This Linus evidently belongs to 
a class of deities or demigods, of which many instances occur in the 


* Inde minutatim du/cers didicere querelas, 
Tibia quas fundit digitis pulsata canentum, 
Avia per nemora ac sylvas saltusque reperta, 
Per loca pastorum deserta atque otia dia,—Lucrelius, v. 1383—1386. 
+ Iliad, xviii. 569. 
} Cited in Eustathius, p. 1163 (fragm, 1, ed. Gaisford). 
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religions of Greece and Asia Minor; boys of extraordinary beauty, and. 
in the flower of youth, who are supposed to have been drowned, or de- 
voured by raging dogs, or destroyed by wild beasts, and whose death is 
lamented in the harvest or other periods of the hot season. It is obvious 
that these cannot have been real persons, whose death excited so general 
a sympathy, although the fables which were offered in explanation of 
these customs often speak of youths of royal blood, who were carried off 
in the prime of their life. The real object of lamentation was the tender 
beauty of spring destroyed by the summer heat, and other phenomena 
of the same kind, which the imagination of these early times invested 
with a personal form, and represented as gods or beings of a divine 
nature. According to the very remarkable and explicit tradition of the 
Argives, Linus was a youth, who, having sprung from a divine origin, 
grew up with the shepherds among the lambs, and was torn in pieces by 
wild dogs; whence arose the “festival of the lambs,” at which many 
dogs were slain. Doubtless this festival was celebrated during the 
greatest heat, at the time of the constellation Sirius; the emblem of 
which, among the Greeks, was, from the earliest times, a raging dog. 
Tt was a natural confusion of the tradition that Linus should afterwards 
become a minstrel, one of the earliest bards of Greece, who begins a 
contest with Apollo himself, and overcomes Hercules in playing on the 
cithara; even, however, in this character Linus meets his death, and 
we must probably assume that his fate was mentioned in the ancient 
song. In Homer the Linus is represented as sung by a boy, who plays 
at the same time on the harp, an accompaniment usually mentioned with 
this song ; the young men and women who bear the grapes from the 
vineyard follow him, moving onward with a measured step, and uttering 
a shrill cry*, in which probably the chief stress was laid on the excla- 
mation at Aive. That this shrill ery (called by Homer ivypoc) was not 
necessarily a joyful strain will be admitted by any one who has heard 
the ivypoc of the Swiss peasants, with its sad and plaintive notes, 
resounding from hill to hill. 

§ 3. Plaintive songs of this kind, in which not the misfortunes of a 
single individual, but an universal and perpetually recurring cause of 
grief was expressed, abounded in ancient Greece, and especially in Asia 
Minor, the inhabitants of which country had a peculiar fondness for 
mournful tunes. The Ialemus seems to have been nearly identical with 
the Linus, as, to a certain extent, the same mythological narrations are 
applied to both. At Tegea, in Arcadia, there was a plaintive song, 
called Scephrus, which appears, from the fabulous relation in Pausaniast, 

* coiow 8 ty pleco ress Poguiyy: Auysin, 
imegaev xibeegiZs, Aivav D bard xaardy deid_ 
Acararin Oar? vol dt phocovres cpece rH 


Lora T ivyud re, roo cxaloovres Exrovram—Iliad, xvili. 569 —572, 
on the meaning of oars in this passage, see below, § 6, 
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to have been sung at the time of the summer heat. In Phrygia, a 
melancholy song, called Lityerses, was sung at the cutting of the corn. 
At the same season of the year, the Mariandynians, on the shores of 
the Black Sea, played the mournful ditty Bormus on the native flute. 
The subject of their lamentation may be easily conjectured from the 
story that Bormus was a beautiful boy, who, having gone to fetch water 
for the reapers in the heat of the day, was, while drawing it, borne down 
by the nymphs of the stream. Of similar meaning are the cries for the 
youth Hylas, swallowed up by the waters of the fountain, which, in the 
neighbouring country of the Bithynians, re-echoed from mountain to 
mountain. In the southern parts of Asia Minor we find, in connexion 
with the Syrian worship, a similar lament for Adonis*, whose untimely 
death was celebrated by Sappho, together with Linus; and the Maneros, 
a song current in Egypt, especially at Pelusium, in which likewise a 
youth, the only son of a king, who died in early youth, was bewailed; a 
resemblance sufficiently strong to induce Herodotus +; who is always 
ready to find a connexion between Greece and Egypt, to consider the 
Maneros and the Linus as the same song f. 

§ 4. A very different class of feelings is expressed in another kind of 
songs, which originally were dedicated only to Apollo, and were closely 
connected with the ideas relating to the attributes and actions of this 
god, viz. the peans (xatjovec in Homer). The pans were songs, of 
which the tune and words expressed courage and confidence. “ All 
sounds of lamentation” (aiAwa), says Callimachus, “ cease when the 
Te Pean, Ie Pean,is heard§.” As with the Linus the interjection 
at, so with the Pean the cry of if was connected; exclamations, un- 
meaning in themselves, but made expressive by the tone with which 
they were uttered, and which, as has been already mentioned, dated 
back from the earliest periods of the Greek worship; they were different 
for different deities, and formed as it were the first rudiments of the 
hymns which began and ended with them. Pans were sung, not 
only when there was a hope of being able, by the help of the gods, to 
overcome a great and imminent danger, but when the danger was 
happily past; they were songs of hope and confidence as well as of 

* Beautifully described in the well-known verses of Milton :— 

“ Thammuz came next behind, 
Whose annual wound in Lebanon allured 
The Syrian damsels to lament his fate 
In amorous ditties, all a summer’s day, 
While smooth Adonis from his native rock 


Ran purple to the sea, supposed with blood 
Of Thammuz yearly wounded.”—Paradise Lost, i, 446. 

Filo. 

t On the subject of these plaintive songs generally see Muller’s Dorians, book ii. 
ch. 8, § 12 (vol. i. p. 366, English translation), and Thirlwall in the Philological 
Museum, vol. i. p. 119. 
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thanksgiving for victory and safety. The custom, at the termination of 
the winter, when the year again assumes a mild and serene aspect, and 
every heart is filled with hope and confidence, of singing vernal peans 
(clapwol ravdévec), recommended by the Delphic oracle to the cities of 
Lower Italy, is probably of very high antiquity. Among the Pythago- 
reans likewise the solemn purification («49apovc), which they performed 
in spring, consisted in singing peans and other hymns sacred to Apollo. 
In Homer*, the Acheans, who have restored Chryseis to the priest her 
father, are represented as singing, at the end of the sacrificial feast, over 
their cups, a pean in honour of the far-darting god, whose wrath they 
thus endeavour completely to appease. And in the same poet, Achilles, 
after the slaughter of Hector, calls on his companions to return to the 
ships, singing a pean, the spirit and tone of which he expresses in the 
following words: “ We have gained great glory; we have slain the 
divine Hector, to whom the Trojans in the city prayed as to a god f.” 
From these passages it is evident that the pan was sung by several 
persons, one of whom probably led the others (é£épywy), and that the 
singers of the pean either sat together at table (which was still custo- 
‘mary at Athens in Plato’s time), or moved onwards in a body. Of the 
‘latter mode of singing a pean the hymn to the Pythian Apollo fur- 
nishes an example, where the Cretans, who have been called by the 
god as priests of his sanctuary at Pytho, and have happily performed a 
miraculous voyage from their own island after the sacrificial feast which 
they celebrate on the shores of Crissa, afterwards ascend to Pytho, in 
the narrow valley of Parnassus. “ Apollo leads them, holding his harp 
(goppeyé) in his hand, playing beautifully, with a noble and _ lofty 
step. ‘The Cretans follow him in a measured pace, and sing, after the 
Cretan fashion, an Tepzean, which sweet song the muse had placed in 
their breasts jf.” From this pan, which was sung by a moying body 
of persons, arose the use of the pean (rawyiew) in war, before the 
attack on the enemy, which seems to have prevailed chiefly among the 
“Doric nations, and does not occur in Homer. 

if it was our purpose to seek merely probable conclusions, or if 
the nature of the present work admitted a detailed investigation, in 
which we might collect and combine a variety of minute particles of 
evidence, we could perhaps show that many of the later descriptions 
of hymns belonging to the separate worships of Artemis, Demeter, 
Dionysus, and other gods, originated in the earliest period of Greek 
literature. As, however, it seems advisable in this work to avoid 
merely conjectural inquiries, we will proceed to follow up the traces 
which occur in the Homeric poems, and to postpone the other matters 
until we come to the history of lyric poetry. 

§ 5. Not only the common and public worship of the Gods, but also 


* Tliad, 1.473: { Iliad, xxii, 391, t¢ Hom. Hymn. Apoll. 514, 
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those events of private life which strongly excited the feelings, called 
forth the gift of poetry. The lamentation for the dead, which was 
chiefly sung by women with vehement expressions of grief, had, at the 
time described by Homer, already been so far systematised, that singers 
by profession stood near the bed where the body was laid out, and began 
the lament; and while they sang it, the women accompanied them with 
cries and groans*. These singers of the drenos were at the burial of 
Achilles represented by the Muses themselves, who sang the lament, 
while the sisters of Thetis, the Nereids, uttered the same cries of 
grief. 

Opposed to the threnos is the Hymen@os, the joyful and merry bridal 
song, of which there are descriptions by Homer} in the account of the 
designs on the shield of Achilles, and by Hesiod in that of the shield of 
Hercules§. Homer speaks ofa city, represented as the seat of bridal 
rejoicing, in which the bride is led from the virgin’s apartment through 
the streets by the light of torches. A loud hymenzos arises: young 
men dance around; while flutes and harps (¢dopeyyec) resound. The 
passage of Hesiod gives a more finished and indeed a well-gruuped 
picture, if the parts of it are properly distinguished, which does not 
appear to have been hitherto done with sufficient exactness. According 
to this passage, the scene is laid in a fortified city, in which men can 
abandon themselves without fear to pleasure and rejoicing: “ Some bear 
the bride to the husband on the well-formed chariot; while a loud. 
hymeneos arises. Burning torches, carried by boys, cast from afar their 
light: the damsels (viz., those who raise the hymenzos) move forwards 
beaming with beauty. Both (i.e. both the youths who accompany the car 
and the damsels) are followed by joyful choruses. The one chorus, con- 
sisting of youths (who accompanied the car), sings to the clear sound of the 
pipe (cvovy£) with tender mouths, and causes the echoes to resound: the 
other, composed of damsels (forming the hymeneos, properly so called), 
dance to the notes of the harp (¢dppyé).” In this passage of Hesiod we 
have also the first description of a comos, by which word the Greeks de- 
signate the last part of a feast or any other banquet which is enlivened 
and prolonged with music, singing, and other amusements, until the 
order of the table is completely deranged, and the half-intoxicated guests 
go in irregular bodies through the town, often to the doors of beloved 
damsels: “ On another side again comes, accompanied by flutes, a joy- 
ous band (céu0c) of youths, some amusing themselves with the song and 
the dance, others with laughter. Each of these youths moves onwards, 
attended by a player on the flute (precisely as may be seen so often re- 
presented on vases of a much later age, belonging to southern Italy). 


* doidol boivey eZaexo.—Iliad, xxiv. 720—722. 
+ Odyssey, xxiv. 59—61. t Iliad, xviii. 492—495, 
Seut, 274—280, 
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The whole city is filled with joy, and dancing, and festivity*.” The 
circumstances connected with the comos afforded (as we shall hereafter 
point out) many opportunities for the productions of the lyric muse, 
both of a lofty and serious and of a comic and erotic description. 

§ 6. Although in the above description, and in other passages of 
the ancient epic poets, choruses are frequently mentioned, yet we are 
not to suppose that the choruses of this early period were like those 
which sang the odes of Pindar and the choral songs of the tragedians, 
and accompanied them with dancing and appropriate action. Originally 
the chorus had chiefly to do with dancing: the most ancient sense of the 
word chorus is a place for dancing : hence in the Iliad and Odyssey ex- 
pressions occur, such as levelling the chorus (Aevatveuy xopov), that is, 
making the place ready for dancing ; going to the chorus (xoporée 
YoyeoOar), &c.: hence the choruses and dwellings of the gods are 
mentioned together; and cities which had spacious squares are said to 
have wide choruses (evptyxopor). To these choruses young persons of 
both sexes, the daughters as well as the sons of the princes and nobles, 
are represented in Homer as going: at these the Trojan and Pheacian 
princes are described as being present in newly-washed garments and 
in well-made armour. ‘There were also, at least in Crete, choruses in 
which young men and women danced together in rows, holding one 
another by the handst: a custom which was in later times unknown 
among the Tonians and Athenians, but which was retained among the 
Dorians of Crete and Sparta, as well as in Arcadia. The arrangement 
of a chorus of this description is as follows: a citharist sits in the midst 
of the dancers, who surround him in a circle, and plays on the phorminx, 
a kind of cithara: in the place of which (according to the Homeric hymn 
to Hermes) another stringed instrument, the lyre, which differed in some 
respects, was sometimes used; whereas the flute, a foreign, originally . 
Phrygian, instrument, never in these early times was used at the chorus, 
but only at the comos, with whose boisterous and unrestrained character its 
tones were more in harmony. This citharist also accompanies the sound 
of his instrument with songs, which appear to have scarcely differed from 
such as were sung by individual minstrels, without the presence of a 
chorus ; as, for example, Demodocus, in the palace of the Pheacian 
king, sings the loves of Ares and Aphrodite during the dances of the 
youths}. Hence he is said to begin the song and the dance§. The 
other persons, who form the chorus, take no part in this song; except 
so far as they allow their movements to be guided by it: an accompa- 
niment of the voice by the dancers, such as has been already remarked 
with respect to the singers of the pan, does not occur among the 
chorus-dancers of these early times: and Ulysses, in looking at the 
Pheacian youths who form the chorus to the song of Demodocus, 

* Scut, 281—285, } Iliad, xviii. 593, { Odyssey, viii, 266. 
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admires aot the sweetness of their voices, or the excellence of their 
singing, but the rapid motions of their feet*. At the same time, 
the reader must guard against a misapprehension of the terms juodm/ and 
pedtrecOa, which, although they are sometimes applied to persons 
dancing, as to the chorus of Artemis +, and to Artemis herself {, neverthe- 
less are not always connected with singing, but express any measured and 
graceful movement of the body, as for instance even a game at ball §. 
When, however, the Muses are described as singing in a chorus], 
they are to be considered only as standing in a circle, with Apollo in 
the centre as citharist, but not as also dancing: in the proemium to the 
Theogony of Hesiod, they are described as first dancing in chorus on 
the top of Helicon, and afterwards as moving through the dark, and 
singing the race of the immortal gods. 

In the dances of the choruses there appears, from the descriptions 
of the earliest poets, to have been much variety and art, as in the 
choral dance which Vulcan represented on the shield of Achilles { :— 
** At one time the youths and maidens dance around nimbly, with 
measured steps, as when a potter tries his wheel whether it will run; at 
another, they dance in rows opposite to one another (a dance in a ring 
alternately with one in rows). Within this chorus sits a singer with the 
phorminx, and two tumblers (xuBcornrijpe, the name being derived from 
the violent motions of the body practised by them) turn about in the 
middle, in accordance with the song.” In a chorus celebrated by the 
gods, as described in oue of the Homeric hymns**, this latter part is 
performed by Ares and Hermes, who gesticulate (raéfovor) in the 
middle of a chorus formed by ten goddesses as dancers, while Apollo 
plays on the cithara, and the Muses stand around and sing. It cannot 
be doubted that these xu/Jcarnrijpec, or tumblers (who occurred chiefly in 
Crete, where a lively, and even wild and enthusiastic style of dancing 
had prevailed from early times), in some measure regulated their ges- 
tures and motions according to the subject of the song to which they 
danced, and that a choral dance of this kind was, in fact, a variety of 
hyporcheme (ixopynpa), as a species of choral dances and songs was 
called, in which the action described by the song was at the same time 
represented with mimic gestures by certain individuals who came forward 

* unopuguyuh das emp bey vili. 265, 
+ lliad, xvi. 182. { Hyman, Pyth. Apoll, 19. 
§ airieg ioe} cizov régobey Beeoveeh Te nul LUT 
opalen cus ag ’ Eorousloy ax nono: {LV par ovous. 
Thos 0: Navorndic Aevncrevos henero or x%s.—Odyssey, vi. 101. 
Compare liad, xviil. 604: doia 5: xofaiornerige nar abrois 
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@ Tliad, xviii. 591—606. Compare Odyssey, iv. 17—19. It is doubtful whether 
the latter part of the description in the Iliad has not been improperly introduced 
into the text from the passage in the Odyssey.— Editor. 
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from the chorus. This description of chorai dances always, in later 
times, occurs in conuexion with the worship of Apollo, which prevailed 
to a great extent in Crete; in Delos likewise, the birth-place of Apollo, 
there were several dances of this description, one of which represented 
the wanderings of Latona before the birth of that god. This circum- 
stance appears to be referred to in a passage of the ancient Homeric 
hymn to the Delian Apollo*, where the Delian damsels in the service- 
of Apollo are described as first celebrating the gods and heroes, and 
afterwards singing a peculiar kind of hymn, which pleases the assembled 
multitude, and which consists in the imitation of the voices and lan- 
guages of various nations, and in the production of Gnas sounds by 
some instruments like the Spanish castanets (kpepPadrcacrve), accord- 
ing to the manner of the different nations, so that every one might 
imagine that he heard his own voice—for what is more natural than 
to suppose that this was a mimic and orchestic representation of the 
wandering Latona, and all the islands and countries, in which she 
attempted in vain to find a refuge, until she at length reached the 
hospitable Delos ? 

§ 7. Having now in this manner derived from the earliest records a 
distinct notion of the kinds of poetry, and its various accompaniments, 
which existed in Greece before the Homeric time, with the exception of 
epic poetry, it will be easier for us to select from the confused mass of 
statements respecting the early composers of hymns which are contained 
in later writers, that which is most consonant to the character of remote 
antiquity. The best accounts of these early bards were those which had 
been preserved at the temples, at the places where hymns were sung 
under their names: hence it appears that most of these names are in 
constant connexion with the worship of peculiar deities; and it will thus 
be easy to distribute them into certain classes, formed bythe resemblance 
of their character and their reference to the same worship. 

i. Singers, who belong to the worship of 4 ‘pollo in Delphi, Delos, and 
Crete. Among these is Olen, according to the legend, a Lycian or 
Hyperborean, that is to say, sprung from a country where Apollo loved 
to dwell. Many ancient hymns, attributed to him, were preserved at 
Delos, which are mentioned by Herodotus+, and which contained 
remarkable mythological traditions and significant appellatives of the 
gods; also nomes, that is, simple and antique songs, combined with 
certain fixed tunes, and fitted to be sung for the circular dance of a 
chorus. The Delphian poetess Boeo called him the first prophet of 
Phoebus, and the first who, in early times, founded the style of singing 
in epic metre (éréwy dowd) {. Another of these bards is Philammon, 
whose name was celebrated at Parnassus, in the territory of Delphi. To 
him was referred the formation of Delphian choruses of Virgins, which 
sung the birth of Latona and of her children, It is plain, from what 

* vy. 161—164, tiv. 35. t Pausan. x. 5, 8. 
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has been already observed, that so far as these songs really originated in 
the ancient mythical period, they were intended to be sung, not by a 
dancing chorus, but by an individual tothe choral dance. Lastly, Chry- 
sothemis, a Cretan, who is said to have sung the first chorus to the 
Pythian Apollo, clothed in the solemn dress of ceremony, which the 
citharodi in later times wore at the Pythian games. 

ii. Singers in connexion with the cognate worships of Demeter and 
Dionysus. Among these were the Eumolpids in Eleusis of Attica—a 
race which, from early times, took part in the worship of Demeter, and 
in the historical age exercised the chief sacerdotal function connected 
with it, the office of Hierophant. These Eumolpids evidently derived 
their name of “ beautiful singers” from their character (from ed péd- 
weg9ac), and their original employment was the singing of sacred 
hymns; it will be afterwards shown that this function agrees well with 
the fact, that their progenitor, the original Eumolpus, is called a Thracian. 
Also another Attic house, the Lycomids (which likewise had in later 
times a part in the Eleusinian worship of Demeter), were in the habit 
of singing hymns, and, moreover, hymns ascribed to Orpheus, Museus, 
and Pamphus. Of the songs which were attributed to Pamphus we 
may form a general idea, by remembering that he is said to have first 
sung the strain of lamentation at the tomb of Linus. The name of 
Museus (which in fact only signified a singer inspired by the Muses) is 
in Attica generally connected with songs for the initiations of Demeter. 
Among the numerous works ascribed to him, a hymn to Demeter is 
alone considered by Pausanias as genuine*; but however obscure may 
be the circumstances belonging to this name, thus much at least is 
clear, that music and poetry were combined at an early period with 
this worship. Museus is in tradition commonly called a Thracian; he 
is also reckoned as one of the race of Eumolpids, and stated to be 
the disciple of Orpheus. The Thracian singer, Orpheus, is unquestion- 
ably the darkest point in the entire history of the early Grecian poetry, 
on account of the scantiness of the accounts respecting him, which have 
been preserved in the more ancient writers—the lyric poets, Ibycus + 
and Pindar}, the historians Hellanicus § and Pherecydes||, and the 
Athenian tragedians, containing the first express testimonies of his 
name. This deficiency is ill supplied by the multitude of marvellous 
stories concerning him, which occur in later writers, and by the poems 
and poetical fragments which are extant under the name of Orpheus. 


*3.22,7. Compare iv. 1, 5. 

+ Ibycus in Priscian, vi. 18, 92, tom. i. p. 283, ed. Krehl. (Fragm. 22, ed, Schnei- 
dewin), who calls him éyezaxaurds’Oggns. Ibycus flourished 560—40, z. c. 

7 Pyth. iv. 315. 

§ Hellanicus in Proclus on Hesiod’s Works and Days, 631 (Fragm. 75, ed. Sturz), 
and 7 Proclus zg) ‘Ouzgev in Gaisford’s Hephestion, p. 466 (Fragm, 145, ed. 
Sturz). 

|] Pherecydes in Schol. Apollon, i. 23 (Fragm, 18, ed. Sturz). 
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These spurious productions of later times will be treated in that part of 
our history to which they may with the greatest probability be referred : 
here we will only state our opinion that the name of Orpheus, and the 
legends respecting him, are intimately connected with the idea and the 
worship of a Dionysus dwelling in the infernal regions (Zaypevc), and 
that the foundation of this worship (which was connected with the 
Eleusinian mysteries), together with the composition of hymns and 
songs for its initiations (reAeraé), was the earliest function ascribed to him. 
Nevertheless, under the influence of various causes, the fame of Orpheus 
grew so much, that he was considered as the first minstrel of the heroic 
age, was made the companion of the Argonauts*, and the marvels 
which music and poetry wrought on a rude and simple generation were 
chiefly described under his name. 

iii. Singers and musicians, who belonged to the Phrygian worship 
of the great mother of the gods, of the Corybantes, and other similar 
beings. The Phrygians, allied indeed to the Greeks, yet a separate and 
distinct nation, differed from their neighbours in their strong disposition 
to an orgiastic worship—that is, a worship which was connected with 
a tumult and excitement produced by loud music and violent bodily 
movements, such as occurred in Greece at the Bacchanalian rejoicings ; 
where, however, it never, as in Phrygia, gave its character to every 
variety of divine worship. With this worship was connected the deve- 
lopment of a peculiar kind of music, especially on the flute, which in- 
strument was always considered in Greece to possess a stimulating and 
passion-stirring force. ‘This, in the Phrygian tradition, was ascribed to 
the demi-god Marsyas, who is known as the inventor of the flute, and 
the unsuccessful opponent of Apollo, to his disciple Olympus, and, 
lastly, to Hyagnis, to whom also the composition of nomes to the Phry- 
gian gods in a native melody was attributed. A branch of this worship, 
and of the style of music and dancing belonging to it, spread at an early 
date to Crete, the earliest inhabitants of which island appear to have 
been allied to the Phrygians. 

§ 8. By far the most remarkable circumstance in these accounts of the 
earliest minstrels of Greece is, that several of them (especially from the 
second of the three classes just described) are called Thracians. It is 
utterly inconceivable that, in the later historic times, when the Thracians 
were contemned as a barbarian race +, a notion should have sprung up, 
that the first civilisation of Greece was due to them ; consequently we 
cannot doubt that this was a tradition handed down from avery early 
period. Now, if we are to understand it to mean that Eumolpus, 
Orpheus, Muszus, and 'Thamyris, were the fellow-countrymen of those 
Edonians, Odrysians, and Odomantians, who in the historical age 
occupied the Thracian territory, and who spoke a barbarian language, 


* Pindar, Pyth, iv. 315. t See, for example, Thucyd. vii. 29. 
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that is, one unintelligible to the Greeks, we must despair of being able 
to comprehend these accounts of the ancient Thracien minstrels, and of 
assigning them a place in the history of Grecian civilisation; since it is 
manifest that at this early period, when there was scarcely any inter- 
course between different nations, or knowledge of foreign tongues, poets 
who sang in an unintelligible language could not have had more influence 
on the mental development of the people than the twittering of birds. 
Nothing but the dumb language of mimicry and dancing, and musical 
strains independent of articulate speech, can at such a period pass from 
nation to nation, as, for example, the Phrygian music passed over to 
Greece; whereas the Thracian minstrels are constantly represented as 
the fathers of poetry, which of course is necessarily combined with 
language. When we come to trace more precisely the country of these 
Thracian bards, we find that the traditions refer to Pieria, the district 
to the east of the Olympus range, to the north of Thessaly and the south 
of Emathia or Macedonia ; in Pieria likewise was Leibethra, where the 
Muses are said to have sung the lament over the tomb of Orpheus: the 
ancient poets, moreover, always make Pieria, not Thrace, the native place 
of the Muses, which last Homer clearly distinguishes from Pieria*. It 
was not until the Pierians were pressed in their own territory by the early 
Macedonian princes that some of them crossed the Strymon into Thrace 
Proper, where Herodotus mentions the castles of the Pierians at the 
expedition of Xerxest. It is, however, quite conceivable, that in early 
times, either on account of their close vicinity, or because all the north 
was comprehended under one name, the Pierians might, in Southern 
Greece, have been called Thracians. These Pierians, from the intel- 
lectual relations which they maintained with the Greeks, appear to be a 
Grecian race ; which supposition is also confirmed by the Greek names 
of their places, rivers, fountains, &c., although it is probable that, situated 
on the limits of the Greek nation, they may have borrowed largely from 
neighbouring tribes{. A branch of the Phrygian nation, so devoted to 
an enthusiastic worship, once dwelt close to Pieria, at the foot of Mount 
Bermius, where King Midas was said to have taken the drunken Silenus 
in his rose-gardens. In the whole of this region a wild and enthusiastic 
worship of Bacchus was diffused among both men and women. It may 
be easily conceived that the excitemerit which the mind thus received 
contributed to prepare it for poetical enthusiasm. These same Thracians 
or Pierians lived, up to the time of the Doric and A‘olic migrations, in 
certain districts of Boeotia and Phocis, That they had dwelt about the 
Beotian mountain of Helicon, ia the district of Thespie and Ascra, was 
evident to the ancient historians, as well from the traditions of the cities 
as from the agreement of many names of places in the country near 
Olympus (Leibethrion, Pimpleis, Helicon, &c.). At the foot of Parnas- 
* Tiiad, xiv. 226, T vii. 112, 
t See Miiller’s Dorians, vol. i, p. 472, 488, 501, 
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sus, however, in Phocis, was said to have been situated the city of Daulis, 
the seat of the Thracian king Tereus, who is known by his connexion 
with the Athenian king Pandion, and by the fable of the metamor- 
phosis of his wife Procne into a nightingale. This story (which occurs 
under other forms in several parts of Greece) is one of those simple 
fables which, among the early inhabitants of Greece easily grew from a 
contemplation of the phenomena of Nature and the still life of animals : 
the nightingale, with her sad nocturnal song, seemed to them to lament 
a lost child, whose name /tys, or Itylus, they imagined that they could 
hear in her notes; the reason why the nightingale, when a human being, 
was supposed to have dwelt in this district was, that it had the fame of 
being the native country of the art of singing, where the Muses would be 
most likely to impart their gifts to animals; as in other parts of Greece 
it was said that the nightingales sang sweetly over the grave of the 
ancient minstrel, Orpheus. From what has been said, it appears suffi~ 
ciently clear that these Pierians or Thracians, dwelling about Helicon 
and Parnassus in the vicinity of Attica, are chiefly signified when a 
Thracian origin is ascribed to the mythical bards of Attica. 

§ 9. It is an obvious remark, that with these movements of the 
Pierians was also connected the extension of the temples of the Muses 
in Greece, who alone among the gods are represented by the ancient 
poets as presiding over poetry, since Apollo, in strictness, is only con- 
cerned with the music of the cithara. Homer calls the Muses the Olym- 
pian; in Hesiod, at the beginning of the Theogony, they are called the 
Heliconian, although, according to the notion of the Beeotian poet, they 
were born on Olympus, and dwelt at a short distance from the highest 
pinnacle of this mountain, where Zeus was enthroned; whence they 
only go at times to Helicon, bathe in Hippocrene, and celebrate their 
choral dances around the altar of Zeus on the top of the mountain. Now, 
when it is borne in mind that the same mountain on which the worship 
of the Muses originally flourished was also represented in the earliest 
Greek poetry as the common abode of the Gods; in which, whatever 
country they might singly prefer, they jointly assembled about the throne 
of the chief god, it seems highly probable that it was the poets of this 
region, the ancient Pierian minstrels, whose imagination had created this 
council of the gods and had distributed and arranged its parts. Those 
things which the epic poetry of Homer must have derived from earlier 
compositions (such as the first notions concerning the structure of the 
world, the dominions of the Olympian gods and the Titans, the established 
epithets which are applied to the gods, without reference to the peculiar 
circumstances under which they appear, and which often disagree with 
the rest of the epic mythology) probably must, in great measure, be 
referred to these Pierian bards. Moreover, their poetry was doubtless 
not concerned merely with the gods, but contained the first germs of the 

* Apollodorus, i, 3,3. 
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epic or heroic style ; more especially should Thamyris, who in Homer ig 
called a Thracian, and in other writers a son of Philammon* (by 
which the neighbourhood of Daulis is designated as his abode), be con- 
sidered as an epic poet, although some hymns were ascribed to him: 
for in the account of Homer, that Thamyris, while going from one 
prince to another, and having just returned from Eurytus of Oechalia, 
was deprived both of his eyesight and of his power of singing and play- 
ing on the cithara by the Muses, with whom he had undertaken to 
contend *, it is much more natural to understand a poet, such as Phemius 
and Demodocus, who entertained kings and nobles at meals by the 
narration of heroic adventures, than a singer devoted to the pious service 
of the gods and the celebration of their praises in hymns. 

These remarks naturally lead us to the consideration of the epic style 
of poetry, of which we shall at once proceed to treat. 


CHAPTER IV. 


§ 1. Social position of the minstrels or poets in the heroic age.—§ 2. Epic poems 
sung at the feasts of princes and nobles, and at public festivals—§ 3. Manner 
of reciting epic poems; explanation of rhapsodists and rhapsodising.—§ 4. Metrical 
form, and poetical character of the epic poetry.—§ 5. Perpetuation of the early 
epic poems by memory and not by writing.—§ 6. Subjects and extent of the ante- 
Homeric epic poetry. 


Ir is our intention in this chapter to trace the Greek Poetry, as far as 
we have the means of following its steps, on its migration from the 
lonely valleys of Olympus and Helicon to all the nations which ruled 
over Greece in the heroic age, and from the sacred groves of the gods 
to the banquets of the numerous princes who then reigned in the dif- 
ferent states of Greece. At the same time we propose, as far as the 
nature of our information permits, to investigate the gradual develop- 
ment of the heroic or epic style of poetry, until it reached the high 
station which it occupies in the poems of Homer. 

In this mquiry the Homeric poems themselves will form the chief 
sources of information; since to them we are especially indebted for a 
clear, and, in the main, doubtless, a correct picture of the age which we 
term the heroic.. The most important feature in this picture is, that 
among the three classes of nobles+, common freemen f{, and serfs §, the 
first alone enjoyed consideration both in war and peace; they alone 
performed exploits in battle, whilst the people appear to be there only 
that these exploits may be performed upon them. In the assembly of 


* Iliad, ii. 594—600. 
ae: Lr} f ” © J 
+ Called desra, dgirits, Lvanrts, BuoiAes, widovees, and many other names, 
Lt 5 > a” 
1 340s (both as a collective and a singular name), ajo tydors. 
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the people, as in the courts of justice, the nobles alone speak, advise, 
and decide, whilst the people merely listen to their ordinances and 
decisions, in order to regulate their own conduct accordingly; being 
suffered, indeed, to follow the natural. impulse of evincing, to a certain 
extent, their approbation or disapprobation of their superiors, but still 
without any legal means of giving validity to their opinion. 

Yet amidst this nobility, distinguished by its warlike prowess, its 
great landed possessions and numerous slaves, various persons and 
classes found the means of attaining respect and station by means of 
intellectual influence, knowledge, and acquirements, viz., priests, who 
were honoured by the people as gods*; seers, who announced the 
destinies of nations and men, sometimes in accordance with superstitious 
notions, but not unfrequently with a deep foresight of an eternal and 
superintending Providence ; heralds, who by their manifold knowledge 
and readiness of address were the mediators in all intercourse between 
persons of different states ; artisans, who were invited from one country 
to another, so much were their rare qualifications in requestt; and, 
lastly, minstrels, or bards ; who, although possessing less influence and 
authority than the priests, and placed on a level with the travelling 
artisans, still, as servants of the Muses f, dedicated to the pure and inno- 
cent worship of these deities, thought themselves entitled to a peculiar 
degree of estimation, as well as a friendly and considerate treatment. 
Thus Ulysses, at the massacre of the suitors, respects Phemius their 
bard§; and we find the same class enjoying a dignified position in 
royal families; as, for instance, the faithful minstrel to whose protection 
Agamemnon entrusted his wife during his expedition against Troy ||. 

§ 2. Above all, we find the bards in the heroic age described by 
Homer as always holding an important post in every festal banquet; as 
the Muses in the Olympian palace of Zeus himself, who sing to Apollo’s 
accompaniment on the cithara; amongst the Pheacians, Demodocus, 
who is represented as possessing a numerous choice of songs, both of a 
serious and lively cast; Phemius, in the house of Ulysses, whom the 
twelve suitors of Penelope had brought with them from their palaces in 
Ithaca]. The song and dance are the chief ornaments of the banquet**, 
and by the men of that age were reckoned as the highest pleasure tt. 

This connexion of epic poetry with the banquets of princes had, per- 


* beds D as revo Sipea. 
F cis yee dn Esivoy xarsi dAAobey adris txearboy 

7” > >? ‘ bid a , a 

BAO y 5 i en THY oF Snwlocoryos EaTIY 5 

wave} inrien xaxav in rixrove Sodeuy, 

n xc) Osomriy Holds 0 xEy reornoy alow; 

odror yee xAnTol ys Booray tx’ artigovee yuicy. 

; ; Odyssey, xvii. 383 ef seg. 

t Moveday beoamovres. 
§ Odyss. xxii. 3445; see particularly viii. 479. || Odyss. iti. 267, 
@ Od, xvi. 252, ** Kyabiuare daires. Ht Od. xvii, 518, 
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haps, been of considerable duration in Greece. Even the first sketch of 
the Iliad and Odyssey may have been intended to be sung on these 
occasions, as Demodocus sang the celebrated poem on the contest 
between Achilles and Ulysses*, or the taking of Troy by means of the 
wooden horse f+. It is clear also that the Homeric poems were intended 
for the especial gratification of princes, not of republican communities, 
for whom the adage “ The government of many is not good; let there 
be one lord, one king },” could not possibly have been composed: and 
although Homer flourished some centuries later than the heroic age, 
which appeared to him like some distant and marvellous world, from 
which the race of man had degenerated both in bodily strength and 
courage ; yet the constitutions of the different states had not undergone 
any essential alteration, and the royal families, which are celebrated in 
the Tliad and Odyssey, still ruled in Greece and the colonies of Asia 
Minor§. To these the minstrels naturally turned for the purpose of . 
making them acquainted with the renown of their forefathers, and whilst 
the pride of these descendants of heroes was flattered, and the highest 
enjoyment secured to them, poetry became the instrument of the most 
various instruction, and was adapted exclusively for the nobles of that 
age; so that Hesiod rightly esteems the power of deciding law-suits with 
justice, and influencing a popular assembly, as a gift of the Muses, and 
especially of Calliope, to kings |. 

But even before Homer's time heroic poetry was not only employed 
to give an additional zest to the banquets of princes, but for other pur- 
poses to which, in the later republican age, it was almost exclusively 
applied, viz., the contests of poets at public festivals and games. A con- 
test of this nature is alluded to in the Homeric description of the Thracian 


* Od. viii. 74. Od. viii. 500. t Iliad, ii, 204 
§ The supposed descendants of Herewes ruled in Sparta, and for a long time also 
in Messenia and Argos (Miiller’s Dorians, book iii. chap. 6, §. 10) as Bacchiads in 
* Corinth, as Aleuads in Thessaly. The Pe/opids were kings of Achaia until Oxylus, 
probably for several centuries, and ruled as Penthilids in Lesbos as well as in Cyme. 
The Ne/ids governed Athens as archons for life until the seventh Olympiad, and the 
cities of the [onians as kings for several generations (at Miletus, for example, the 
succession was Nileus, Phobius, Phrygius). Besides these the descendants of the 
Lycian hero Glaweus ruled in Ionia: Herod. i. 147—a circumstance which doubtless 
influenced the poet in assigning so important a part to the Lycians in the Trojan 
war, andin celebrating Glaucus (Iliad, vi.). The acids ruled over the Molossians, 
the déneads over the remnant of the Teucrians, which maintained itself at Gergis, in 
the range of Ida andin the neighbourhood. (Classical Journal, vol. xxvi. p. 308, seg.) 
In Arcadia kings of the race of Apytus (lliad, ii. 604) reigned till about Olympiad 30. 
Pausan. viii. 5. Baotia was, in Hesiod’s time, governed by kings with extensive 
powers; and 4mphidamas of Chalcis, at whose funeral games the Ascraean bard was 
victorious CEyyas v. 652). was probably a king in Eubeea (see Proclus, Pévos ‘Hoiadou, 
and the ’Ay#y); although Plutarch (Conviv. sept. sap. c. 10) only calls him an 
ang moasuinos. The Homeric epigram, 13, in the Lite of Homer, c. 3), calls the 
yspeegal Baars Huevos civ cyoon, the ornament cf the market-place ; the later recension 
of the same epigram in ‘Haidou xai “Opnoou deyoy mentions instead the rads civ dyoones 
xabypevoc, in a republican sense, the people having taken the place of ings. 


|| Theogony, v. 4, : 
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bard Thamyris, who, on his road from Eurytus, the powerful ruler of 
CEchalia, was struck blind at Dorium by the Muses, and deprived of his 
entire art, because he had boasted of his ability to contend even with the 
Muses*. The Boeotian minstrel of the “ Works and Days” gives an 
account of his own voyage to the games at Chalcis, which the sons of 
Amphidamas had celebrated at the funeral of their father; and says, 
that among the prizes which were there held out, he carried off a tripod, 
and consecrated it to the Muses on Mount Helicon+. Later authors 
converted this into a contest between Hesiod and Homer. Finally, the 
author of the Delian Hymn to Apollo, which stands the first amongst 
those attributed to Homer, entreats the Delian virgins (who were them- 
selves well versed in the song, and probably obeyed him with pleasure), 
that when a stranger should inquire what bard had pleased them most, 
they would answer the blind man of Chios, whose poetry every where 
held the first rank. It is beyond doubt that at the festivals, with which 
the Ionians celebrated the birth of Apollo at Delos, contests of rhapso-— 
dists were also introduced, just as we find them spread throughout Greece, 
at a time when Grecian history assumes a more connected form {; and, 
as may be inferred with respect to the earlier period, from numerous 
allusions in the Homeric hymns. 

§ 3. The mention of rhapsodists leads us to consider the cireum- 
atance from whence that name is derived, and from which alone we can 
collect a clear and lively idea of epic poetry, viz., the manner in which 
these compositions were delivered. Homer everywhere applies the term 
ao.dh to the delivery of poems, whilst rn merely denotes the every-day 
conversation of common life; on the other hand, later authors, from 
Pindar downwards, use the term éxy frequently to designate poetry, and 
especially epic, in contradistinction to lyric. Indeed, in that primitive 
and simple age, a great deal passed under the name of *Aoiey, or song, 
which in later times would not haye been considered as such; for in- 
stance, any high-pitched sonorous recitation, with certain simple modu- 
lations of the voice. 

The Homeric minstrel makes use of a stringed instrument, which is 


* Thiad, uu. 594, seg. t Vv. 654, seg., compare above p. 31, note § 

{ Contests of rhapsodists at Sicyon, in the time of the tyrant Clisthenes, Herod. 
v.77; at the same time at the Panathenea, according to well known accounts; in 
Syracuse, about Olymp. 69, Schol. Pind. Nem, ii, 1; at the Asclepica in Epidaurus 
Plato, Ion, p. 530; in Attica also, at the festival of the Brawronian Ariemis, Hesych. 
in Beewvewvios 3 at the festival of the Charites in Orchomenos; that of the Musés at 
Thespi@, and that of Apollo Ptous at Acrephia, Boeckh. Corp. Inscript. Gr., Nos. 
1583—1587, vol. i. p. 762—770 ; in Chios, in later times, but doubtless from ancient 
custom, Corp, Inscript. Gr. No. 2214, vol. ii. p. 201; in Teos, under the name 
imoporns avramodecews, according to Boeckh. Prooem. Lect. Berol. estiv. 1834, Poems 
were likewise sometimes rhapsodised in O/ympia, Diog. Laert. viii. 6, 63; Diod. 
xiv. 109. Contests of rhapsodists also suited the festivals of Dionysus, Athenzus 
vil, p- 275; and those of ad/ gods, which it is right to remark for the proper compre- 
hension of the Homeric hymns, 


LITERATURE OF ANCIENT GREECE. 33 


alled a ctthara, or, more precisely, phorminz*, an instrument by which 
lances were also accompanied. When the phorminx was used to lead 
i dancing-chorus, its music was of course continued as long as the 
lancing lasted + ; whilst, at the recitation of epic poetry, it was only em- 
nloyed in the introduction (avafody), and merely served to give the 
oice the necessary pitch}. A simple accompaniment of this description 
s very well adapted to the delivery of epic poetry; and in the present 
lay the heroic lays of the Servians, which have most faithfully retained 
heir original character, are delivered in an elevated tone of voice by 
vandering minstrels, after a few introductory notes, for which the gurla, 
. stringed instrument of the simplest construction, is employed. That 
» musical instrument of this nature was not necessary for the recital 
ff epic poetry is proved by the fact, that Hesiod did not make use of 
he cithara, and on that account is said to have been excluded from the 
ausical contests at Delphi, where this instrument was held in the highest 
stimation, as the favourite of Apollo himself. On the other hand, the 
oets of this Beeotian school merely carried a laurel staff§, as a token 
of the dignity bestowed by Apollo and the Muses, as the sceptre was 
the badge of judges and heralds. 

In later times, as music was more highly cultivated, the delivery of 
the two species of poetry became more clearly defined. The rhap- 
sodists, or chaunters of epic poetry, are distinguished from the citharodi, 
or singers to the cithara||. The expression paWwdoc, papwdeiv, signifies 
nothing more than the peculiar method of epic recitation ; and it is an 
error which has been the occasion of much perplexity in researches re- 
specting Homer, and which has moreover found its way into ordinary 
language, to endeavour to found upon this word conclusions with respect 
to the composition and connexion of the epic lays, and to infer 
from it that they consisted of scattered fragments subsequently joined to- 


* That the phorminx and cithara were nearly the same instrument appears not 
only from the expression goguiyys xitagigayv, which often occurs, but from the con 
verse expression, ziéZpes QoouiZev, which is used in the Odyssey :— 

xigue 8 ty xeooly nidaow megindrrcu Onxty 
nin, bs p Heide Fuga pyntriorw avayHn. : 
Aros 6 Qoguilay aveBarrero xuray aeidew.—Od, 1, 153—5. 

+ See, for example, Od. iv. 17:— 

pare. 3: oi tutrmera bios caidos 
PoepeiCov* Bois Bt xubiornrings nar’ abrovs 
porns Edorovres tivevoy nara wircous. 
t Hence the expression, QoguiZwv dveharrer’ didi, Od. 1.155; vill. 266; xvii. 262; 
Hymn to Hermes, v. 426. 
rhe B% rirylus xibugiguy 
Tygier’ cPporcany, tparn 3E of tomsro puyn. : 
On 26022, in the sense of pre/ude, see Pindar, Pyth. i. 7 ; compare Aristoph, Pac, 
830; Theocrit. vi. 20. I pass over the testimonies of the grammarians. 

§ paéQd0s, aloaxos, also called cxAxrreov. See Hesiod, Theogon. 30 ; Pindar, Isthm 
iii. 55; where, according to Dissen, 4630s, as the symbolical sign of the poetical 
office, is also ascribed to Homer, Pausan. ix. 30; x. 7; Gottling ad Hesiod, p. 13. 

|| See, for example, Plato, Leg. ii. p. 658, and the inscriptions quoted above, p. 32, 
note f 
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gether. The term rhapsodising applies equally well to the bard who 
recites his own poem (as to Homer, as the poet of the Iliad and 
Odyssey *), and to the declaimer who recites anew the song that has 
been heard a thousand times before. Every poem can be rhapsodised 
which is composed in an epic tone, and in which the verses are of equal 
length, without being distributed into corresponding parts of a larger 
whole, strophes, or similar systems. Thus we find this term applied to 
philosophical songs of purification by Empedocles (ka@appot), and to 
iambics by Archilochus and Simonides, which were strung together in 
the manner of hexameters+; it was, indeed, only lyric poetry, like 
Pindar’s odes, which could not be rhapsodised. Rhapsodists were also 
not improperly called orcxmdoi {, because all the poems which they re- 
cited were composed in single lines independent of each other (orixor). 
This also is evidently the meaning of the name rhapsodist, which, ac- 
cording to the laws of the language, as well as the best authorities §, 
ought to be derived from parrew coi, and denotes the coupling to- 
gether of verses without any considerable divisions or pauses—in other 
words, the even, unbroken, and continuous flow of the epic poem. As 
the ancients in general show great steadiness and consistency, both in 
art and literature, and adhered, without any feeling of satiety or craving 
after novelty, to those models and styles of composition, which had been 
once recognised as the most perfect ; so epic poems, amongst the Greeks, 
continued to be rhapsodised for upwards of a thousand years, It is 
true, indeed, that at a later period the Homeric poems, like those of 
Hesiod, were connected with a musical accompaniment ||, and it is said 
that even Terpander the Lesbian adapted the hexameters of Homer, as 
well as his own, to tunes made according to certain fixed nomes or styles 
of music, and to have thus sung them at the contests {, and that Ste- 
sander the Samian appeared at the Pythian games as the first who sung 
the Homeric poems to the cithara**. This assimilation between the 
delivery of epic and lyric poetry was however very far from being gene- 
rally adopted throughout Greece, as the epic recitation or rhapsodia is 
always clearly distinguished from the poems sung to the cithara at the 
musical contests; and how great an effect an exhibition of this kind, 


* Homer, parpadsi xsouwy, the Iliad and Odyssey, according to Plato, Rep. x. 
p. 600 D. Concerning Hesiod as arhapsodist, Nicocles ap. Schol. Pindar., Nem. ii, 1. 

+ See Athenzus, xiv. p. 620 C. Compare Plato, Ion, p. 531. 

¢ Meneechmus in Schol. Pind., Nem. ji. J. 

§ The Homerids are called by Pindar, Nem. ii. 2, fawray txtwy doidof, that is, car- 
maunum perpelua oratione recitatorum, Dissen. ed. min. p. 371. In the scholia to this 
passage a verse is cited under the name of Hesiod, in which he ascribes the paz- 
cs cxosdny to himself and Homer, and, moreover, in reference to a hymn, not an 
epic poem consisting of several parts. 

|| Athenaus, xiv. p. 620 B, after Chameleon. But the argument of Atheneus, 
ib. p. 632 D. “Opnger perp trowomxivar wacay tavrod chy xolnow vests on erroneous 
hypotheses. 


q| Plutarch de Musica, 3, ** Athen, xiv. p. 638 A. 
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delivered in adress of solemn ceremony*, with suitable tones and expres- 
sion +, produced upon the listeners, and how much it excited their sym- 
pathy, is most plainly deseribed by Ion, the Ephesian rhapsodist, whom 
Plato, in one of his lesser Dialogues, has brought forward as a butt for 
the irony of Socrates. 

§ 4. The form which epic poetry preserved for more thai. a thousand 
years among the Greeks agrees remarkably well with this composed and 
even style of chaunting recitation which we have just described. In- 
deed, the ancient minstrels of the Homeric and ante-Homeric age had 
probably no choice, since for a long period the hexameter verse was the 
only regular and cultivated form of poetry, and even in the time of 'Ter- 
pander (about Olymp. 30) was still almost exclusively used for lyric 
poetry ; although we are not on that account to suppose, that all popular 
songs, hymeneals, dirges, and ditties (such as those which Homer repre- 
sents Calypso and Circe as singing at the loom), were composed in 
the same rhythm. But the circumstance of the dactylic verse, the hexa- 
meter, having been the first and, for a long time, the only metre which 
was regularly cultivated in Greece, is an important evidence with respect 
to the tone and character of the ancient Grecian poetry, the Ho- 
meric and ante-Homeric epic. The character of the different rhythms, 
which, among the Greeks, was always in exact accordance with that of 
the poetry, consists in the first place in the relation of the arsis and 
thesis, of the strong or weak cadence—in other words, of the greater 
or less exertion of the voice. Now in the dactyl these two elements 
are evenly balancedt, which therefore belongs to the class of equal 
rhythms §; and hence a regular equipoise, with its natural accompani- 
ment, an even and steady tone, is the character of the dactylic measure. 
This tone is constantly preserved in the epic hexameter; but there were 
other dactylic metres, which, by the shortening of the long element, or 
the arsis, acquired a different character, which will be more closely 
examined when we come to treat of the Aolian lyric poetry Accord- 
ing to Aristotle ||, the epic verse was the most dignified and composed 
of all measures; its entire form and composition appears indeed pecu- 
liarly fitted to produce this effect. The length of the verse, which con- 
sists of six feet {, the break which is obtained by a pause at the end **, 
the close connexion of the parts into an entire whole, which results 


* Plato, Ion, p. 530. The sumptuous dress of the rhapsodist Magnes of Smyrna, 
in the time of Gyges, is described by Nicolaus Damasc, Fragm. p. 268, ed, Tauch- 
nitz. In later times, when the Homeric poetry was delivered in a more dramatic 
style (Sa:xghere doaparinarigov), the Iliad was sung by the rhapsodists in a red, the 
Odyssey in a violet, dress, Eustath. ad Iliad, A. p. 6, 9, ed. Rom. 

+ Plato, Ion. p. 535. From this, in later days, a regular dramatic style of acting 
(ivéxguis) for the rhapsodists or Homerists was developed, See Aristot. Poet, 26 
Rhetor. iii. 1, 8; Achill. Tat. 11. 1. 


t For in 1uv, 1 is equal to two times, as well as uv. § vives Iooy, 
|| Poet. 24, 73 tgaindy cracpadrarey nah iynwriorurey Trav wirouy toriy. 
| Hence versus /ongi among the Romans, ** wordrngis. 
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from the dovetailing of the feet into one another, the alternation of dac- 
tyls with the heavy spondees, all contribute to give repose and majesty 
and a lofty solemn tone to the metre, and render it equally adapted to 
the pythoness who announces the decrees of the deity*, and to the rhap- 
sodist who recites the battles and adventures of heroes. 

Not only the metre, but the poetical lone and style of the ancient 
epic, was fixed and settled ina manner which occurs in no other kind of 
poetry in Greece. This uniformity in style is the first thing that strikes us 
in comparing the Homeric poems with other remains of the more ancient 
epic poetry—the differences between them being apparent only to the 
careful and critical observer. It is scarcely possible to account satisfac- 
torily for this uniformity—this invariableness of character—except upon 
the supposition of a certain tradition handed down from generation to 
generation in families of minstrels, of an hereditary poetical school. We 
recognise in the Homeric poems many traces of a style of poetry which, 
sprung originally from the muse-inspired enthusiasm of the Pierians of 
Olympus or Helicon, was received and improved by the bards of the 
heroic ages, and some centuries later arrived at the matured excellence 
which is still the object of our admiration, though without losing all 
connexion with its first source. We shall not indeed undertake to 
defend the genealogies constructed by Pherecydes, Damastes, and other 
collectors of legends from all the various names of primitive poets and 
minstrels extant in their time-—genealogies, in which Homer and 
Hesiod are derived from Orpheus, Museus, and other Pierian bards f ; 
but the fundamental notion of these derivations, viz., the connexion of 
the epic poets with the early minstrels, receives much confirmation from 
the form of the epic poetry itself. 

In no other species of poetry besides the epic do we find generally 
prevalent certain traditional forms, and an invariable type, to which 
every poet, however original and inventive his genius, submits; and it 
is evident thatthe getting by heart of these poems, as wellas their extem- 
poraneous effusion on particular occasions and at the inspiration of the 
moment, must have been by these means greatly facilitated. To the 
same cause, or to the style which had been consecrated by its origin and 
tradition, we attribute the numerous and fixed epithets of the gods and 
heroes which are added to their names without any reference to their 
actions or the circumstances of the persons who may be described. The 
great attention paid to external dignity in the appellations which the 
heroes bestow on each other, and which, from the elevation of their 
tone, are in strange contrast with the reproaches with which they at the 
same time load each other—the frequently-recurring expressions, par- 
ticularly in the description of the ordinary events of heroic life, their 

* Hence called Pythum metrum, and stated to be an invention of the priestess 
Phemonoé, Dorians, ii, ch. 8, § 13. 


_ | These genealogies have been most accurately compared and examined with cri-« 
tical acuteness by Lobeck, in his learned work, Aglaophamus, vol. i. p. 322, seq. 
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assemblies, sacrifices, banquets, &c.—the proverbial expressions and 
sentences derived from an earlier age, to which class may be referred 
most of the verses which belong in common to Homer and Hesiod—and, 
finally, the uniform construction of the sentences, and their connexion 
with each other, are also attributable to the same origin. 

This, too, is another proof of the happy tact and natural genius of the 
Greeks of that period; since no style can be conceived which would be 
better suited than this to epic narrative and description. In general, 
short phrases, consisting of two or three hexameters, and usually termi- 
nating with the end of a verse; periods of greater length, occurring 
chiefly in impassioned speeches and elaborate similes ; the phrases care- 
fully joined and strung together with conjunctions; the collocation 
simple and uniform, without any of the words being torn from their 
connexion, and placed in a prominent position by a rhetorical artifice 5 
all this appears the natural language of a mind which contemplates the 
actions of heroic life with an energetic but tranquil feeling, and passes 
them successively in review with conscious delight and complacency. 

§ 5. The tone and style of epic poetry is also evidently connected 
with the manner in which these poems were perpetuated. After the 
researches of various scholars, especially of Wood and Wolf, no one can 
doubt that it was universally preserved by the memory alone, and handed 
down from one rhapsodist to another by oral tradition. The Greeks 
(who, in poetry, laid an astonishing stress on the manner of delivery, 
the observance of the rhythm, and the proper intonation and inflection 
of the voice) always, even in later times, considered it necessary that per- 
sons, who were publicly to deliver poetical compositions, should previ- 
ously practise and rehearse their part. The oral instruction of the chorus 
was the chief employment of the lyric and tragic poets, who were hence 
called chorodidascali. Amongst the rhapsodists also, to whom the cor- 
rectness and grace of delivery was of much importance, this method of 
tradition was the most natural, and at the same time the only one pos- 
sible, at a time in which the art of writing was either not known at all 
to the Greeks or used only by a few, and by them to avery slight extent. 
The correctness of this supposition is proved, in the first place, by the 
silence of Homer, which has great weight in matters which he had so 
frequently occasion to describe ; but particularly by the “ fatal tokens” 
(ojpara N0ypa), commanding the destruction of Bellerophon, which 
Proetus sends to Tobates: these being clearly a species of symbolical 
figures, which must have speedily disappeared from use when alpha- 
betical writing was once generally introduced. 

Besides this we have no credible account of writlen memorials of that 
period ; and it is distinctly stated that the laws of Zaleucus (about Olymp. 
30) were the first committed to writing: those of Lycurgus, of earlier 
date, having been at first preserved only by oral tradition. Additional 
confirmation is afforded by the rarity and worthlessness of any historical 
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data founded upon written documents, of the period before the com> 
mencement of the Olympiads. The same circumstance also explains 
the late introduction of prose composition among the Greeks, viz., during 
the time of the seven wise men. ‘The frequent employment of writing 
for detailed records would of itself have introduced the use of prose. 
Another proof is afforded by the existing inscriptions, very few of which 
are of earlier date than the time of Solon; also by the coins which were 
struck in Greece from the reign of Phidon, king of Argos (about 
Olymp. 8), and which continued for some time without any inscription, 
and only gradually obtained a few letters. Again, the very shape of the 
letters may be adduced in evidence, as in all monuments until about 
the time of the Persian war, they exhibit a great uncouthness in their 
form, and a great variety of character in different districts; so much so, 
that we can almost trace their gradual development from the Phcenician 
character (which the Greeks adopted as the foundation of their alphabet) 
until they obtained at last a true Hellenic stamp. Even in the time of 
Herodotus, the term “ Phoenician characters” * was still used for writing. 
If now we return to Homer, it will be found that the form of the text 
itself, particularly as it appears in the citations of ancient authors, dis- 
proves the idea of its having been originally committed to writing, since 
we find a great variety of different readings and discrepancies, which 
are much more reconcilable with oral than written tradition. Finally, 
the language of the Homeric poems (as it still appears after the nume- 
rous revisions of the text), if considered closely and without prejudice, is 
of itself a proof that they were not committed to writing till many cen- 
turies after their composition. We allude more particularly to the omis- 
sion of the vaw, or (as it is termed) the AZolic digamma, a sound which 
was pronounced even by Homer strongly or faintly according to cir- 
cumstances, but was never admitted by the Ionians into written com- 
position, they having entirely got rid of this sound before the introduc- 
tion of writing: and hence it was not received in the most ancient copies 
of Homer, which were, without doubt, made by the Ionians. The 
livence as to the use of the digamma is, however, only one instance of the 
freedom which so strongly characterizes the language of Homer ; but it 
could never have attained that softness and flexibility which render it so 
well adapted for versification—that variety of longer and shorter forms 
which existed together—that {freedom in contracting and resolving vowels, 
and of forming the contractions into two syllables—if the practice of 
writing had at that time exercised the power, which it necessarily pos- 
sesses, of fixing the forms of a language. Lastly, to return to the point, 
for the sake of which we have entered into this explanation, the 
poetical style of the ancient epic poems shows the great use it made of 
those aids of which poetry, preserved and transmitted by means of 


* owing in Herod, vy, 58. Likewise in the inscription known by the name of 
Dir 2 Tewrum. 
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memory alone, will always gladly avail itself. The Greek epic, like 
heroic poems of other nations which were preserved by oral tradition, 
as well as our own popular songs, furnishes us with many instances, 
where, by the mere repetition of former passages or a few customary 
flowing phrases, the mind is allowed an interval of repose, which it 
gladly makes use of in order to recal the verses which immediately follow. 
These epic expletives have the same convenience as the constantly- 
recurring burdens of the stanzas in the popular poetry of other nations, 
and contribute essentially towards rendering comprehensible the marvel 
(which, however, could only be accounted as such in times when the 
powers of memory have been weakened by the use of writing) involved 
in the composition and preservation of such poems by the means of 
memory alone*. 

§ 6. In this chapter our inquiries have hitherto been directed to the 
delivery, form, and character of the ancient epic, as we must suppose it 
to have existed before the age of Homer. With regard, however, to any 
particular production of this ante- Homeric poetry, no historical testimony 
of any is extant, much less any fragment or account of the subject of the 
poem. And yet it is in general quite certain that at the period when 
Homer and Hesiod arose, a large number of songs must have existed 
respecting the actions both of gods and heroes. The compositions of 
these poets, if taken by themselves, do not bear the character of a com- 
plete and all-sufficient body, but rest on a broad foundation of other 
poems, by means of which their entire scope and application was deve- 
loped to a contemporary audience. In the Theogony, Hesiod only aims 
at bringing the families of gods and heroes into an unbroken genealo- 
gical connexion; the gods and heroes themselves he always supposes 
to be well known. Homer speaks of Achilles, Nestor, Diomed, even 
the first time their names are introduced, as persons with whose race, 
family, preceding history, and actions, every person was acquainted, and 
which require to be only occasionally touched upon so far as may be 
connected with the actual subject. Besides this, we find a crowd of 
secondary personages, who, as if well known from particular traditions, 
are very slightly alluded to; persons whose existence was doubtless a 
matter of notoriety to the poet, and who were interesting from a variety 
of circumstances, but who are altogether unknown to us, as they were to 
the Greeks of later days. That the Olympian council of the gods, as 
represented in Homer, must have been previously arranged by earlier 
poets, has been already remarked; and poetry of a similar nature to one 
part of Hesiod’s Theogony, though in some respects essentially different, 


* The author has here given a summary of all the arguments which contradict 
the opinion that the ancient epics of the Greeks were originally reduced to writing ; 
principally because, in the course of the critical examination to which Wolf's in- 

uiries have been recently submitted in Germany, this point has been differently 
handled by several persons, and it has been again maintained that these poems were 
preserved in writing from the beginning, 
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must have been composed upon Cronus and Japetus, the expelled deities 
languishing in Tartarus*. 

In the heroic age, however, every thing great and distinguished must 
have been celebrated in song, since, according to Homer's notions, glo- 
rious actions or destinies naturally became the subjects of poetry ft. 
Penelope by her virtues, and Clyteemnestra by her crimes, became respec- 
tively a tender and a dismal strain for posterity}; the enduring opinion 
of mankind being identical with the poetry. The existence of epic 
poems descriptive of the deeds of Hercules, is in particular established 
by the peculiarity of the circumstances mentioned in Homer with 
respect to this hero, which seem to have been taken singly from some 
full and detailed account of his adventures§; nor would the ship Argo 
have been distinguished in the Odyssey by the epithet of “ interesting 
to all,” had it not been generally well known through the medium of 
poetry||. Many events, moreover, of the Trojan war were known to 
Homer as the subjects of epic poems, especially those which occurred at 
a late period of the siege, as the contest between Achilles and Ulysses, 
evidently a real poem, which was not perhaps without influence upon 
the Iliad J, and the poem of the Wooden Horse**. Poems are also men- 
tioned concerning the return of the Achzanstt, and the revenge of 
Orestes{}. And since the newest song, even at that time, always pleased 
the audience most §§, we must picture to ourselves a flowing stream of 
various strains, and a revivalof the olden time in song, such as never 
occurred at anyother period. All the Homeric allusions, however, leave 
the impression that these songs, originally intended to enliven a few 
hours of a prince’s banquet, were confined to the narration of a single 
event of small compass, or (to borrow an expression from the German 
epopees) to a single adventure, for the connexion of which they 
entirely relied upon the general notoriety of the story and on other 
existing poems. 

Such was the state of poetry in Greece when the genius of Homer 
arose, 


* Thatis to say, it does not, from the intimations given in Homer, seem probable 
that he reckoned the deities of the water, as Oceanus and Tethys, and those of the 
light, as Hyperion and Theia, among the Titans, as Hesiod does. 

+ See Iliad, vi.358; Od. iii. 204. t Od. xxiy. 197, 200. 

§ See Miuller’s Dorians, Append. v. § 14, vol. i. p. 543. 

|| Od. xii. 70: "Aoya racitrourd. 

@ The words are very remarkabie :— 

Moto’ ae’ cody cvixey cesdimevees Abc ydoayy 
oluens, Ts TOT’ wee xAbos ovgcyoy eDedy ineevey, 
veinos Odvociios xe) Unrsidew’Axianos—Od, vill. 73, seq. 
** Od. vill, 492, tt Od. i. 326, tt Od. iii, 204, §§ Od, i, 351. 
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CHAPTER V. 


§ 1. Opinions on the birthplace and country of Homer.—f§ 2. Homer probably a 
Smyrnean: early history of Smyrmma.—§ 3. Union of Molian and Ionian cha~- 
racteristics in Homer.—§ 4. Novelty of Homer’s choice of subjects for his two 
poems.—§ 5. Subject of the Iliad: the anger of Achilles—§ 6. Enlargement of 
the subject by introducing the events of the entire war.—§ 7. and by dwelling on 
the exploits of the Grecian heroes.—§ 8. Change of tone in the Iliad in its pro- 
gress.—§ 9. The Catalogue of Ships.—§ 10. The later books, and the conclusion of 
the Iliad.—§ 11. Subject of the Odyssey: the return of Ulysses.—§ 12. Inter- 
polations in the Odyssey—§ 13. The Odyssey posterior to the Iliad; but both 
poems composed by the same person.—§ 14. Preservation of the Homeric poems 
by rhapsodists, and manner of their recitation. 


§ 1. Tue only accounts which have been preserved respecting the life of 
Homer are a few popular traditions, together with conjectures of the 
grammarians founded on inferences from different passages of his poems ; 
yet even these, ifexamined with patience and candour, furnish some mate- 
rials for arriving at probable results. With regard to the native country ot 
Homer, the traditions do not differ so much as might at first sight appear 
tobe the case. Although seven cities contended for the honour of having 
given birth to the great poet, the claims of many cf them were only 
indirect. Thus the Athenians only laid claim to Homer, as having 
been the founders of Smyrna*, and the opinion of Aristarchus, the 
Alexandrine critic, which admitted their claim, was probably qualified 
with the same explanationt+t. Even Chios cannot establish its right to 
be considered as the original source of the Homeric poetry, although the 
claims of this Ionic island are supported by the high authority of the 
lyric poet Simonides{. It is true that in Chios lived the race of the 
Homerids § ; who, from the analogy of other yévy, are to be considered 
not as a family, but as a society of persons, who followed the same art, 
and therefore worshipped the same gods, and placed at their head a 


* This is clearly expressed in the epigram on Pisistratus, in Bekker’s Anecdota, 
vol. ii. p. 768. 

Tels pe TUQUIYhOUYT A TOT UTE Hs edinksy 
dimes "Abnvaluy, 22k Tels imnytytto, 

why wiryay ty Bory Usiriorpuray, os ray“ Opngov 

” Abeaau, oroghiny To welv cEsdoptV0y. 

Myetrigos yuo KEiv05 6 xodat0s HY WOAINTHS, 
tlre Abnyaios Swigvay dmwuloupey. 

+ The opinion of Aristarchus is briefly stated by Pseudo-Plutarch Vita Homeri 
ii. 2. Its foundation may be seen by comparing, for example, the Schol. Venet. on Iliad 
xiii. 197, e cod. A, which, according to recent investigations, contain extracts from 
Aristarchus. 

t Simonides in Pseudo-Plutarch, ii. 2, and others. Compare Theocritus, vii. 17. 

§ Concerning this y4v0s, see the statements in Harpocration in ‘Ogngidas, and Bek- 
ker’s Anecdota, p. 288, which in part are derived from the logographers, Another 
and different use of the word ‘Ozzgida occurs in Plato, Isocrates, and other writers, 
according to which it means the admirers of Homer. 
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hero, from whom they derived their name*. A member of this house 
of Homerids was, probably, “ the blind poet,” who, in the Homeric 
hymn to Apollo, relates of himself, that he dwelt on the rocky Chios, 
whence he crossed to Delos for the festival of the Ionians and the con- 
tests of the poets, and whom ‘Thucydides ‘f took for Homer himself; a 
supposition, which at least shows that this great historian considered 
Chios as the dwelling-place of Homer. A later Homerid of Chios was 
the well-known Cinethus, who, as we know from his victory at Syracuse, 
flourished about the 69th Olympiad. At what time the Homerid Par- 
thenius of Chios lived is unknown}. But notwithstanding the ascer- 
tained existence of this clan of Homerids at Chios, nay, if we even, with 
Thucydides, take the blind man of the hymn for Homer himself, it 
would not follow that Chios was the birthplace of Homer: indeed, the 
ancient writers have reconciled these accounts by representing Homer 
as having, in his wanderings, touched at Chios, and afterwards fixed his 
residence there. A notion of this kind is evidently implied in Pindar’s 
statements, who in one place called Homer a Smyrnean by origin, in 
another, a Chian and Smyrnean §. ‘The same idea is also indicated in 
the passage of an orator, incidentally cited by Aristotle; which says that 
“the Chians greatly honoured Homer, although he was not a citizen ||.” 
With the Chian race of Homerids may be aptly compared the Samian 
family ; although this is not joined immediately to the name of Homer, 
but to that of Creophylus, who is described as the contemporary and 
host of Homer. This house also flourished for several centuries; since, in 
the first place, a descendant of Creophylus is said to have given the 
Homeric poems to Lycurgus the Spartan § (which statement may be so 
far true, that the Lacedemonians derived their knowledge of these poems 
from rhapsodists of the race of Creophylus); and, secondly, a later 
Creophylid, named Hermodamas, is said to have been heard by Py- 
thagoras**, 

§ 2. On the other hand, the opinion that Homer was a Smyrnzan not 
only appears to have been the prevalent beliefin the flourishing times of 
Greece ++, but is supported by the two followme considerations :—first, 
the important fact, that it appears in the form of a popular legend, a 
mythus, the divine poet being called a son of a nymph, Critheis, and the 

* Niebuhr, Uist. of Rome, vol. i. note 747 (801). Compare the Preface to 
Miiller’s Dorians, p. xii, seg, English Translation, 

+ Thucyd. iii. 104, 

f Suidas in Megdévies, It may be conjectured that this vids Oleragos, darbryoves 


Opynpou, is connected with the ancient epic poet, Thestorides of Phocea and Chios 
mentioned in Pseudo-Herodot. Vit. Hom, 


§ See Boeckh. Pindar. Fragm. ine. 86, 

|| Aristot. Rhet. ii, 23. Comp. Pseudo-Herod. Vit. Hom., near the end. 

{| See particularly Heraclid. Pont, roairedv, Fragm, 2, 

** Suidas in Tudaryooas Déuios, p. 231, ed. Kuster. 

+b Besides the testimony of Pindar, the incidental statement of Scylax is the most 
remarkable. Xvdeve ty 7 “Opngos fy, p. 35, ed, Is. Voss, 
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Smyrnean river Meles*; secondly, that by assuming Smyrna as the 
central point of Homer's life and celebrity, the claims of all the other 
cities which rest on good authority (as of the Athenians, already men- 
tioned, of the Cumeans, attested by Ephorus, himself a Cumzan +, of 
the Colophonians, supported by Antimachus of Colophon {), may be ex- 
plained and reconciled in a simple and natural manner. With this view, 
the history of Smyrna is of great importance in connexion with Homer 
but from the conflicting interests of different tribes and the partial 
accounts of native authorities, is doubtful and obscure: the followins: 
account is, at least, the result of careful investigation. There were fib 
traditions and opinions with respect to the foundation or first occupa- 
tion of Smyrna by a Greek people: the one was the Ionic ; according 
to which it was founded from Ephesus, or from an Ephesian village 
ealled Smyrna, which really existed under that name §; this colony was 
also called an Athenian one, the Ionians having settled Ephesus under 
the command of Androclus, the son of Codrus||._ According to the 
other, the Molian account, the AZolians of Cyme, eighteen years after 
their own city was founded, took possession of Smyrna, and, in con- 
nexion with this event, accounts of the leaders of the colony are given, 
which agree well with other mythical statements**. As the Ionic 
settlement was fixed by the Alexandrine chronologists at the year 140 
after the destruction of Troy, and the foundation of Cyme is placed at 
the year 150 after the same epoch (which is in perfect harmony with 
the succession of the Zolic colonies), the two races met at about the 
same time in Smyrna, although, perhaps, it may be allowed that the 
Ionians had somewhat the precedence in point of time, as the name of 
the town was derived from them. It is credible, although it is not 
distinctly stated, that for a long time the two populations occupied 
Smyrna jointly. The A®olians, however, appear to have predominated, 
Smyrna, according to Herodotus, being one of the twelve cities of the 
* Mentioned in all the different lives of Homer. The name or epithet of Homer, 
Melesigenes, can hardly be of late date, but must have descended trom the early epic 


oets. 

+ See Pseudo-Plutarch, ii. 2, Ephorus was likewise, evidently, the chief autho- 
rity followed by the author of the hfe of Homer, which goes by the name of Hero- 
dotus, 

{ Pseudo-Plutarch, ii. 2, The connexion between the Smymezan and Colophonian 
origin of Homer is intimated in the epigram, ibid. i. 4, which calls Homer the son 
of Meles, and at the same time makes Colophon his native country, 

“C2 Méanros, “Onset, ob yg xrbos “EAAGD wraon 
Kal Korogon waren bnnus ty abou. 

§ See Strabo’s detailed explanation, xiv. p. 633—4. 

|| Strabo, xiv. p. 632—3. Doubtless, likewise the Smyrnzau worship of Nemesis 
was derived from Rhamnus in Attica. The rhetorician Aristides gives many fabu- 
lous accounts of the Athenian colony at Smyrna in several places, 

@ Pseudo-Herodot. Vit. Hom. c. 2, 38. 

** The olzirrns was, according to Pseudo-Herod. ec. 2, a certain Theseus, the ae- 
scendant of Eumelus of Phere; according to Parthenius, 5, the same family of 
Admetus the Pherwan founded Magnesia on the Meander; and Cyme, the mother- 
city of Smyrna, had also received inhabitants from Magnesia, Pseudo-Herod. ¢, 2, 
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JBolians, while the Ionic league includes twelve cities, exclusive of 
Smyrna*; for the same reason Herodotus is entirely ignorant of the 
Ephesian settlement in Smyrna. Hence it came to pass, that the 
Ionians—we know not exactly at what time—were expelled by the 
ZEolians ; upon which they withdrew to Colophon, and were mixed with 
the other Colophonians, always, however, retaining the wish of reco- 
vering Smyrna to the Ionic race. In later times the Colophonians, in 
fact, succeeded in conquering Smyrna, and in expelling the Molians 
from it; from which time Smyrna remained a purely Jonian city. 
Concerning the time when this change took place, no express testimony 
has been preserved; all that we know for certain is, that it happened 
before the time of Gyges, king of Lydia, that is, before about the 20th 
Olympiad, or 700 B. C., since Gyges made war on Smyrna, together 
with Miletus and Colophon{, which proves the connexion of these 
cities. We also know of an Olympic victor, in Olymp. 23 (688 B. C.), 
who was an Ionian of Smyrna§. Mimnermus, the elegiac poet, who 
flourished about Olymp. 37 (630 B.C.), was descended from these 
Colophonians who had settled at Smyrna ||. 

It cannot be doubted that the meeting of these different tribes in this 
corner of the coast of Asia Minor contributed by the various elements 
which it put, in motion to produce the active and stirring spirit which 
would give birth to such works as the Homeric poems. On the one side 
there were the Jonians from Athens, with their notions of their noble- 
minded, wise, and prudent geddess Athena, and of their brave and philan- 
thropic heroes, among whom Nestor, as the ancestor of the Ephesian 
and Milesian kines, is also to be reckoned. On the other side were the 
Acheans, the chief race among the Aolians of Cyme, with the princes 
of Agamemnon’s family at their head, with all the claims which were 
bound up with the name of the king of men, and a large body of 
legends which referred to the exploits of the Pelopids, particularly the 
taking of Troy. United with them were various warlike bands from 
Locris, Thessaly, and Eubeea ; but, especially colonists from Beeotia, with 
their Heliconian worship of the Muses and their hereditary love for 
poetry **, 

-§ 3. If this conflux and intermixture of different races contributed pow- 


The Homeric epigram 4, in Psendo-Herod. c. 14, mentions rod S/zwves as the 
founders of Smyrna; thereby meaning the Locrian tribe, which, deriving its origin 
from Phricion, near Thermopyle, foinded Cyme Phriconis, and also Larissa Phri- 
conis. 

oy. 149% + Herod. i. 150. comp. i. 16. Pausan. vii. 5, 1. 

+ Herod. i. 14; Pausanias, Ve lsics also states distinctly that the Smyrneans 
were at that time Jonians. Nor would Mimnermus have sung the exploits of the 
Smyrneans in this war if they had not been Jonians. 

§ Pausan. v. 8, 3. || Mimnermus in Strabo, xiy. p. 634. 

€{ Strabo, xiii, p. 582. An Agamemnon, king of Cyme, is mentioned by Pollux, 
ix. 83, 

** On the connexion of Cyme with Beotia, see below, ch, 8. $ 1, 
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erfully to stimulate the mental energies of the people, and to develop the 
traditionary accounts of former times, as well as to create and modify 
the epic dialect; yet it would be satisfactory if we could advance a step 
further, and determine to which race Homer himself belonged. There 
does not appear to be sufficient reason, either in the name or the accounts 
of Homer, to dissolve him into a mere fabulous and ideal being: we see 
Hesiod, with all his minutest family relations, standing before our eyes ; 
and if Homer was by an admiring posterity represented as the son of 
a nymph, on the other hand, Hesiod relates how he was visited by the 
Muses. Now, the tradition which called Homer a Smyrnzan, evidently 
(against the opinion of Antimachus) placed him in the Molic time ; and 
the Homeric epigram*, in which Smyrna is called the Molian, although 
considerably later than Homer himself, in whose mouth it is placed, is 
yet of much importance, as being the testimony of a Homerid who lived 
before the conquest of Smyrna by the Colophonians. Another argu- 
ment to the same effect is, that Melanopus, an ancient Cymaean com- 
poser of hymns, who, among the early bards, has the best claim to his- 
torical reality, the supposed author of a hymn referring to tne Delian 
worship t+, in various genealogies collected by the logographers and other 
mythologists is called the grandfather of Homer}; whence it appears, 
that when these genealogies were fabricated, the Smyrnean pcet was 
connected with the Cymzan colony. The critics of antiquity have 
also remarked some traits of manners and usages described in Homer, 
which were borrowed from the olians: the most remarkable is that 
Bubrostis§, mentioned by Homer as a personification of unap- 
peased hunger, had a temple in Smyrna which was referred to the Molian 
time |. 

Notwithstanding these indications, every one who carefully notes in 
the Homeric poems all the symptoms of national feelings and recollec- 
tions of home, will find himself drawn to the other side, and will, with 
Aristarchus, recognize the beat of an Ionic heart in the breast of Homer. 
One proof of this is tne reverence which the poet shows for the chief gods 
of the Ionians, and, moreover, in their character of Ionic deities. For 
Pallas Athenea is described by him as the Athenian goddess, who loves 
to dwell in the temple on the Acropolis of Athens, and also hastens from 
the land of the Pheacians to Marathon and Athens @ : Poseidon likewise 
is known to Homer as peculiarly the Heliconian god, that is the deity of 
the Ionian league, to whom the Ionians celebrated national festivals both 


* Epigr. Homer, 4. in Pseudo-Herod. 14. 

+ Pausan. v. 7, 4, according to Bekker’s edition. From this it appears that Pau- 
sanias makes Melanopus later than Olen, and earlier than Aristeas. 

¢ See Hellanieus and others in Proclus Vita Homeri, and Pseudo-Ierod, ¢. 1, 

§ Il. xxiv. 532; and compare the Venetian Seholia. ; 

|| According to the Ionica of Metrodorus in Plutarch Quest. Symp, vi. 8, 1, 
Eustathius, on the other hand, ascribes the worship to the Ionians, 


@ Od. vii. 80. Compare II. xi. 547, 
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in Peloponnesus and in Asia Minor*: in describing Nestor’s sacrifice 
1o Poseidon, moreover, the poet doubtless was mindful of those which 
his successors, the Nelids, were wont to solemnize, as kings of the 
Tonians. Among the heroes, Ajax, the son of Telamon, is not repre- 
sented by Homer, as he was by the Dorians of Zgina and most of the 
Greeks, as being an Aiacid and the kinsman of Achilles (otherwise some 
mention of this relationship must have occurred), but he is considered 
merely as a hero of Salamis, and is placed in conjunction with Menes- 
theus the Athenian: hence it must be supposed that he, as well as the 
Attic logographer Pherecydes +, considered Ajax as being by origin an 
Attic Salaminian hero. The detailed statement of'the Hellenic descent 
of the Lycian hero Glaucus in his famous encounter with Diomed, 
gains a fresh interest, when we bear in mind the Ionic kings of the race 
of Glaucus mentioned above ¢. Moreover, with respect to political insti- 
tutions and political phraseology, there are many symptoms of Ionian 
usage in Homer: thus the Phratrias, mentioned in the Iliad, occur else- 
where only in Tonic states; the Thetes, as labourers for hire without 
land, are the same in Homer as in Solon’s time at Athens ; Demos, also, 
in the sense both of “flat country” and of “common people,” appears 
to be an Ionic expression. A Spartan remarks in Plato §, that Homer 
represents an Ionic more than a Lacedemonian mode of life; and, in 
truth, many customs and usages may be mentioned, which were spread 
among the Greeks by the Dorians, and of which no trace appears in 
Homer. Lastly, besides the proper localities of the two poems, the 
local knowledge of the poet appears peculiarly accurate and distinct in 
northern Tonia and the neighbouring Meonia, where the Asian mea~- 
dow and the river Cayster with its swans, the Gygean lake, and Mount 
Tmolus||, where Sipylon with its Achelous{, appear to be known to 
him, as it were, from youthful recollections, 

If one may venture, in this dawn of tradition, to follow the faint light 
of these memorials, and to bring their probable result into connexion 
with the history of Smyrna, the following may be considered as the sum 
of the above inquiries. Homer was an Ionian belonging to one of the 
families which went from Ephesus to Smyrna, at a time when /Kolians 
and Acheans composed the chief part of the population of the city, and 
when, moreover, their hereditary traditions respecting the expedition of 
the Greeks against Troy excited the greatest interest ; whence he recon- 
ciles in his poetical capacity the conflict of the contending races, inas- 


* liad, viii, 203 ; xx.404; with the Scholia, Epigr. Hom. vi. in Pseudo-Herod. 17. 

+ Apollod. iii. 12, 6, 

{ Above, p. 31, note §. No use has here been made of the suspicious passages, 
which might have been interpolated in the age of Pisistratus. Concerning Homer’s 
Attic tendency in mythical points, see also Psendo-Herod. ec. 28, 

§ Leg. iii. p. 680. || Dliad, 11, 865; xx. 392. 

€| Iliad, xxiv. 615. It is evident from the Scholia that the Homenc Achelous is 
the brook Achelous which runs from Sipylon to Smyrna, 
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much as he treats an Achean subject with the elegance and geniality of 
an Ionian. But when Smyrna drove out the [onians, it deprived itself 
of this poetical renown; and the settlement of the Homerids in Chios 
was, in all probability, a consequence of the expulsion of the Ionians 
from Smyrna. 

It may, moreover, be observed that according to this account, founded 
on the history of the colonies of Asia Minor, the time of Homer would 
fall a few generations after the Ionic migration to Asia: and with this 
determination the best testimonies of antiquity agree. Such are the 
computation of Herodotus, who places Homer with Hesiod 400 years 
before his time*, and that of the Alexandrine chronologists, who place 
him 100 years after the Ionic migration, 60 years before the legislation 
of Lycurgust: although the variety of opinions on this subject which 
prevailed among the learned writers of antiquity cannot be reduced 
within these limits. 

§ 4. This Homer, then (of the circumstances of whose life we at leas 
know the little just stated), was the person who gave epic poetry its first 
great impulse; into the causes of which we shall now proceed to inquire. 
Before Homer, as we have already seen, in general only single actions 
and adventures were celebrated in short lays. The heroic mythology 
had prepared the way for the poets by grouping the deeds of the prin- 
cipal heroes into large masses, so that they had a natural connexion with 
each other, and referred to some common fundamental notion. Now, 
as the general features of the more considerable legendary collections 
were known, the poet had the advantage of being able to narrate any 
one action of Hercules, or of one of the Argive champions against 
Thebes, or of the Achezans against Troy; and at the same time of being 
certain that the scope and purport of the action (viz. the elevation of 
Hercules to the gods, and the fated destruction of Thebes and Troy) 
would be present to the minds of his hearers, and that the individual 
adventure would thus be viewed in its proper connexion, Thus doubtless 
for a long time the bards were satisfied with illustrating single points of 
the heroic mythology with brief epic lays; such as in later times were 
produced by several poets of the school of Hesiod. It was also possible, 
if it was desired, to form from them longer series of adventures of the 
same hero; but they always remained a collection of independent 
poems on the same subject, and never attained to that unity of character 
and composition which constitutes one poem. It was an entirely new 
phenomenon, which could not fail to make the greatest impression, 
when a poet selected a subject of the heroic tradition, which (besides its 
connexion with the other parts of the same legendary cycle) had in itself 
the means of awakening a lively interest, and of satisfying the mind, 
and at the same time admitted of such a development that the principal 
personages could be represented as acting each with a peculiar and indi- 


* Herod, ii. 53, + Apollod, Fragm, i, p. 410, ed. Heyne, 
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vidual character, without obscuring the chief hero and the main action 
of the poem. 

One legendary subject, of this extent and interest, Homer found in 
the anger of Achilles ; and another in the return of Ulysses. 

§ 5. The first is an event which did not long precede the final 
destruction of Troy; inasmuch as it produced the death of Hector, who 
was the defender of the city. It was doubtless the ancient tradition, 
established long before Homer’s time, that Hector had been slain by 
Achilles, in revenge for the slaughter of his friend Patroclus: whose fall 
in battle, unprotected by the son of Thetis, was explained by the tradi- 
tion to have arisen from the anger of Achilles against the other Greeks 
for an affront offered to him, and his consequent retirement from the 
contest. Now the poet seizes, as the most critical and momentous period 
of the action, the conversion of Achilles from the foe of the Greeks into 
that of the Trojaas; for as, on the one hand, the sudden revolution in the 
fortunes of war, thus occasioned, places the prowess of Achilles in the 
strongest light, so, on the other hand, the change of his firm and reso- 
lute mind must have been the more touching to the feelings of the 
hearers. From this centre of interest there springs a long preparation 
and gradual development, since not only the cause of the anger of 
Achilles, but also the defeats of the Greeks occasioned by that anger, 
were to be narrated; and the display of the insufficiency of all the other 
heroes at the same time offered the best opportunity for exhibiting their 
several excellencies. It is in the arrangement of this preparatory part 
and its connexion with the catastrophe that the poet displays his perfect 
acquaintance with all the mysteries of poetical composition ; and in his 
continued postponement of the crisis of the actioa, and his scanty reve- 
lations with respect to the plan of the entire work, he shows a maturity of 
knowledge, which is astonishing for so early an age. To all appearance 
the poet, after certain obstacles have been first overcome, tends only to 
one point, viz. to increase perpetually the disasters of the Greeks, which 
they have drawn on themselves by the injury offered to Achilles: and 
Zeus himself,at the beginning, is made to pronounce,as coming from him- 
self, the vengeance and consequent exaltation of the son of Thetis. At 
the same time, however, the poet plainly shows his wish to excite in the 
feelings of an attentive hearer an anxious and perpetually increasing? 
desire, not only to see the Greeks saved from destruction, but also that 
the unbearable and more than human haughtiness and pride of Achilles 
should be broken. Both these ends are attained through the fulfil- 
ment of the secret counsel of Zeus, which he did not communicate to 
Thetis, and through her to Achilles (who, if he had known it, would 
have given up all enmity against the Achzans), but only to Hera, and 
to her not till the middle of the poem*; and Achilles, through the loss 


* Thetis had said nothing to Achilles of the loss of Patroclus (Il. xvii. 411), for 
she herself did not know of it, Il. xvii, 63. Zeus also long conceals his plans 


LITERATURE OF ANCIENT GREFCE. 4Y 


of his dearest friend, whom he had sent to battle, not to save the 
Greeks, but for his own glory *, suddenly changes his hostile attitude 
towards the Greeks, and is overpowered by entirely opposite feelings. 
In this manner.the exaltation of the son of Thetis is united to that 
almost imperceptible operation of destiny, which the Greeks were re- 
quired to observe in all human aifairs. 

It is evident that the liad does not so much aim at the individuay 
exaltation of Achilles, as at that of the hero before whom all the other 
Grecian heroes humble themselves, and through whom alone the Tro- 
jans were to be subdued. ‘The Grecian poetry has never shown itself 
favourable to the absolute elevation of a single individual, not even if 
he was reckoned the greatest of their heroes; and hence a character 
like that of Achilles could not excite the ezfire sympathy of the poet. 
It is clear that the poet conceives his hero as striving after something 
super-human and inhuman. Hence he falls from one excess of passion 
into another, as we see in his insatiable hatred to the Greeks, his despe- 
rate grief for Patruclus, and his vehement anger against Hector ; but still 
it is impossible to deny that Achilles is the first, greatest, and most ele- 
yated character of the Iliad; we find in him, quite distinct from his 
heroic strength, which far eclipses that of all the others, a god-like lofti- 
ness of soul. Compared with the melancholy which Hector, however 
determined, carries with him to tue field of battle, anticipating the dark 
destiny that awaits him, how lofty is the feeling of Achilles, who 
sees liis early death before his eyes, and, knowing how close it must 
follow upon the slaughter of Hectort+, yet, in spite of this, shows the 
most determined resolution before, and the most dignified calmness after 
the deed. Achilles appears greatest at the funeral games and at the inter- 
view with Priam,—a scene to be compared with no other in ancient poe- 
try; in which, both with the heroes of the event and with the hearers 
national hatred and _ personal ambition, and all the hostile and most 
opposite feelings, dissolve themselves into the gentlest and most humane, 
just as the human countenance beams with some new expression after 
long-concealed and passionate grief; and thus the purifying and ele 
vating process which the character of Achilles undergoes, and by which 
the divine part of his nature is freed from all obscurities, is one continued 
idea running through the whole of the poem; and the manner in which 
this process is at the same time communicated to the mind of a hearer, 


from Hera and the other gods, notwithstanding their anger on account of the suf- 
ferings of the Achezans: he does not reveal them to Hera till after his sleep upon 
Ida, Il.xv. 65. The spuriousness of the verses (11. viii. 475—6) was recognized by the 
ancients, although the principal objection to them is not mentioned. See Schol, 
Ven. A. 

* Homer does not wish that the going forth of Patroclus should be considered as 
a sign that Achilles’ wrath is appeased: Achilles, on this very occasion, expresses a 
wish that no Greek may escape death, but that they two alone, Achilles and Patro-~ 
clus, may mount the walls of Ilion, 11. xvi. 97. 


$ Iliad, xvili. 95; xix, 417, 
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absorbed with the subject, makes it tne most beautiful and powerful charm 
of the Tliad. 

§ 6. To remove from this collection of various actions, conditions, and 
feelings any substantial part, as not necessarily belonging to it, would in 
fact be to dismember a living whole, the parts of which would neces- 
sarily lose their vitality. As in an organic body life does not dwell in one 
single point, but requires a union of certain systems and members, so 
the internal connexion of the Iliad rests on the union of certain parts ; 
and neither the interesting introduction describing the defeat of the 
Greeks up to the burning of the ship of Protesilaus, nor the turn of 
affairs brought about by the death of Patroclus, nor the final pacifi- 
cation of the anger of Achilles, could be spared from the Hiad, 
when the fruitful seed of such a poem had once been sown in the 
soul of Homer, and had begun to develop its growth. But the plan of 
the Iliad is certainly very much extended beyond what was actually 
necessary; and, in particular, the preparatory part consisting of the 
attempts of the other heroes to compensate the Greeks for the absence 
of Achilles, has, it must be said, been drawn out to a disproportionate 
length; so that the suspicion that there were later insertions of import- 
ant passages, on the whole applies with far more probability to the first 
than to the last books, in which, however, modern critics have found most 
traces of interpolation. For this extension there were two principal 
motives, which (if we may carry our conjectures so far) exercised an 
influence even on the mind of Homer himself, but had still more pow- 
erful effects upon his successors, the later Homerids. In the first place, 
it is clear that a design manifested itself at an early period to make this 
poem complete in itself, so that all the subjects, descriptions, and actions, 
which could alone give an interest to a poem on the entire war, might 
find a place within the limits of this composition. For this purpose it 
is not improbable that many lays of earlier bards, who had sung single 
adventures of the Trojan war, were laid under contribution, and that the 
finest parts of them were adopted into the new poem; it being the natu- 
ral course of popular poetry propagated by oral tradition, to treat the 
best thoughts of previous poets as common property, and to give them 
a new life by working them up in a different context. 

If in this manner much extraneous matter has been introduced into 
the poem, which, in common probability, does not agree with the deti- 
nite event which forms the subject of it, but would more pro- 
perly find its place at an earlier stage of the Trojan war ; and if, by this 
ime Siem ly ca ed, yet the poet had his justification, in the manner 
Sage me as stem aed wren dat a ec 
army, in which hie doubtless ae ciate Re eae ce eee 
his time Aces to mete | ane ai Hoey SRE OF” 

. g s of the cyclic and later poets (in 
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ee eo cao ties ous soap bine may have become more 
seer mnie — . en a ; nat of Homer, yet aes chief 
after the Battle at the peta ace oH és Pees = abcrabe 
was soon put to flight b Achilles Sak oe . Fain ae, ie 
from their country a ) ney timaaror ii se e nae rf “ve sor 
rest of the army Sil Gis had had La ae de See ie es 
resisted them) me lay waste de i ; ihe i ial seit 
ee : shine e conduct 0 Achilles, the surround- 
pis spree as Bas * en * nr particularly Pedasus, 
pO mse g s; the Ci mo irebe, at the foot of Mount Placus; 

g g city of Lyrnessus ; and also the islands of Lesbos and 
Tenedos*. The poet, in various places, shows plainly his notion of the 
State of the war at this time, viz., that the Trojans, so long as Achilles 
took part in the war, did not venture beyond the gates; and if Hector 
was, perchance, willing to venture a sally, the general fear of Achilles 
and the anxiety of the Trojan elders held him back ¢. By this view of 
the contest, the poet is sufficiently justified in bringing within the com- 
pass of the Iliad events which would otherwise have been more fitted 
for the beginning of the war. The Greeks now arrange themselves for 
the first time, by the advice of Nestor, into tribes and phratrias, which 
affords an occasion for the enumeration of the several nations, or the 
Catalogue of Ships (as it is called), in the second book ; and when this 
has made us acquainted with the general arrangement of the army, then the 
view of Helen and Priam from the walls, in the third book, and Agamem- 
non’s mustering of the troops, in the fourth, are intended to give a more 
distinct notion of the individual character of the chief heroes. Further 
on, the Greeks and Trojans are, for the first time, struck by an idea 
which might have occurred in the previous nine years, if the Greeks, 
when assisted by Achilles, had not, from their confidence of their supe- 
rior strength, considered every compromise as unworthy of them ; namely, 
to decide the war by a single combat between the authors of it; which 
plan is frustrated by the cowardly flight of Paris and the treachery of 
Pandarus. Nor is it until they are taught by the experience of the first 
day's fighting that the Trojans can resist them in open battle, that they 
build the walls round their ships, in which the omission of the proper 
sacrifices to the gods is given as a new reason for not fulfilling their 
intentions. This appeared to Thucydides so little conformable to histo- 
rical probability, that, without regarding the authority of Homer, he 
en Achilles was 


* The question why the Trojans did not attack the Greeks wh 


aritime expeditions must be answered by history, not by the 
mythical tradition. It is also remarkable that Homer knows of no Achwan hero 
who had fallen in battle with the Trojans a//er Protesilaus, and before the time of 
the Iliad. See particularly Od. iii. 105, seg. Nor is any Trojan mentioned who 
had fallen in battle. Aineas and Lycaon were surprised when enyaged in peaceable 
occupations, and a similar supposition must be made with regard to Mestor and 
Troilus. Il. xxiv. 257. 


+ Il. v. 788 ; ix.352; xv. 721. 
E 2 
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placed the building of these walls immediately after the landing. 
This endeavour to comprehend every thing in one poem also shows itself 
in another circumstance,—that some of the events of the war lying 
within this poem are copied from others not included in it. Thus the 
wounding of Diomed by Paris, in the heel +, is taken from the story of 
the death of Achilles, and the same event furnishes the general outlines 
of the death of Patroclus; as in both, a god and a man together bring 
about the accomplishment of the will of fate f. 

§ 7. The other motive for the great extension of the preparatory part 
of the catastrophe may, it appears, be traced to a certain conflict between 
the plan of the poet and his own patriotic feelings. An atteutive reader 
cannot fail to observe that while Homer intends that the Greeks should 
be made to suffer severely from the anger of Achilles, he is yet, as it 
were, retarded in his progress towards that end by a natural endeavour 
to avenge the death of each Greek by that of a yet more illustrious 
Trojan, and thus to increase the glory of the numerous Achzan heroes 
so that, even on the days in which the Greeks are defeated, more ‘Trojans 
than Greeks are described as being slain. Admitting that the poet, 
living among the descendants of these Achwan heroes, found more 
legends about them than about the Trojans in circulation, still the intro- 
duction of them into a poem, in which these very Achzans were de- 
scribed as one of the parties in a war, could not fail to impart to it a 
national character. How short is the narration of the second day's 
battle in the eighth book, where the incidents follow their direct course, 
under the superintendence of Zeus, and the poet is forced to allow the 
Greeks to be driven back to their camp (yet even then not without 
severe loss to the Trojans), in comparison with the narrative of the first 
day’s battle, which, besides many others, celebrates the exploits of 
Diomed, and extends from the second to the seventh book ; in which Zeus 
appears, as it were, to have forgotten his resolution and his promise to 
Thetis. The exploits of Diomed§ are indeed closely connected with 
the violation of the treaty, inasmuch as the death of Pandarus, which 
became necessary in order that his treachery might be avenged, is the 
work of Tydides ||; but they have been greatly extended, particularly by 
the battles with the gods, which form the characteristic feature of the 
legend of Diomed 4: hence in this part of the Iliad varticularly, slight 

*Thucow Ll. Che attempt of the scholiast to rem 
a smaller and a larger bulwark, is absurd, 

+ Il. xi. 377. 
+ IL. xix. 417; xxii. 359, 
§ Aipndous dgioreic. 


ove the difficulty, by supposing 


It was the fate of Achilles, bea re xa} avigs Hey Sapnvas. 
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inconsistencies of different passages and interruptions in the connexion 
have arisen. We may mention especially the contradictory expressions of 
Diomed and his counsellor Athena, as to whether a contest with the eods 
was advisable or not*. Another inconsistency is that remarked by the 
ancients with respect to the breastplate of Diomed +; this, however, is re- 
moved, if we consider the scene between Diomed and Glaucus as an inter- 
polation added by an Homerid of Chios; perhaps, with the view of doing 
honour to some king of the race of Glaucus}. With regard to the 
night-scenes, which take up the tenth book §, a remarkable statement 
hos been preserved, that they were originally a separate book, and were 
first inserted in the Iliad by Pisistratus||. This account is so far sup- 
ported, that not the slightest reference is made, either before or after, 
to the contents of this book, especially to the arrival of Rhesus in the 
Trojan camp, and of his horses taken by Diomed and Ulysses; and the 
whole book may be omitted without leaving any perceptible chasin. 
But it is evident that this book was written for the particular place in 
which we find it, in order to fill up the remainder of the night, and to 
add another to the achievements of the Grecian heroes; for it could 
neither stand by itself nor form a part of any other poem. 

§ 8. That the first part of the Iliad, up to the Battle at the Ships, has, 
as compared with the remaining part, a more cheerful, sometimes even a 
jocose character, while the latter has a grave and tragic cast, which 
extends its influence even over the choice of expressions, naturally 
arises from the nature of the subject itself. The ill-treatment of Tier- 
sites, the cowardly flight of Paris into the arms of Helen, the credulous 
folly of Pandarus, the bellowing of Mars, and the feminine tears of 
Aphrodite whea wounded by Diomed, are so many amusing and even 
sportive passages from the first books of the iliad, such as cannot be 
found in any of the latter books. The countenance of the ancient bard, 
which in the beginning assumed a serene character, and is sometimes 
brightened with an ironical smile, obtains by degrees an excited tragic 
expression. Although there are good grounds in the plan of the fliad 
jor this difference, yet there is reason to doubt whether the beginning of 


Hence he is, in Homer, placed in a closer relation with the Olympic gods than any 
other hero: Pallas driving his chariot, and giving him conrage to encounter Ares, 
Aphrodite, and even Apollo, in battle. It is particularly observable that Diomed 
never fights with Hector, but with Ares, who enables Hector to conquer. 

* Tl. v. 130, 434, 827; vi. 128. : 

+ Il. vi. 230; and viii. 194. The inconsistency with regard to Pylemenes is also 
removed, if we sacrifice v. 579, and retain xiii. 658. Of less importance, as it seems 
to me, is the oblivion of the message to Achilles, which is laid to the charge of 
Patroclus. Il. xi. 839; xv. 390. Muy not Patroclus have sent a messenger to 
inform Achilles of what he wished to kiow? The non-observance by Pulydamas of 
the advice which he himself gives to Hector (Il. xii. 75 5 xv. 354, 447; xvi. 367) a9 
easily excused by the natural weakness of humanity. 

t Above, p. 31, note §. 

§ Noxreytecia and Acdwvesia. 

}| Schol, Ven. ad Il. x. 1; Eustath. p. 785, 41, ed. Rom. 
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the second book, in which this humorous tone is most apparent, was 
written by the ancient Homer or by one of the later Homerids. Zeus 
undertakes to deceive Agamemnon, for, by means of a dream, he gives 
him great courage for the battle. Agamenmon himself adopts a second 
deceit against the Achzans, for he, though full of the hopes of victory, 
yet persuades the Achewans that he has determined on the return home ; 
in this, however, his expectations are again deceived in a ludicrous man- 
ner by the Greeks, whom he had only wished to try, in order to stimu- 
late them to the battle, but who now are determined to fly in the ut- 
most haste, and, contrary to the decree of fate, to leave Troy uninjured, if 
Ulysses, at the suggestion of the gods, had not held them back. Here 
is matter for an entire mythical comedy, full of fine irony, and with an 
amusing plot, in which the deceiving and deceived Agamemnon is the 
chief character; who, with the words, “Zeus has played me a pretty 
trick*,” at the same time that he means to invent an ingenious false- 
hood, unconsciously utters an unpleasant truth. But this Homeric 
-omedy, which is extended through the greater part of the second book, 
cannot possibly belong to the original plan of the Hiad; for Agamem- 
non, two days later, complaining to the Greeks of being deceived by 
former sigs of victory which Zeus had shown him, uses in earnest the 
same words which he had here used in joke +. But it is not conceivable 
that Agamemnon (if the laws of probability were respected) should be 
represented as able seriously to repeat the complaint which he had before 
feigned, without, at the same time, dwelling on the inconsistency be- 
tween his present and his former opinion. Tt is, moreover, evident, 
that the graver and shorter passage did not grow out of the more comic 
and longer one; but that the latter is a copious parody of the former 
composed by a later Homerid, and inserted in the room of an Beason 
shorter account of the arming of the Greeks. ss 
pat le pero Te aoe ie lh 
logue of the Ships, already er ra ae o Lene sat ee 
eve ‘ . ven the ancients had critical 
doubts on some\ passages: 2x, for instance, the manifestly intentional 
ae oe et cee oe oe ee of the Athenians, which 
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also known in later times *, that Phyleus, the father of Meges, quarrelled 
with his father Augeas, and left his home on this account. Medon, a 
natural son of Oileus, is described in the Catalogue as commanding the 
troops of Philoctetes, which come from Methone ; but in the Iliad as lead- 
ing the Phthians +, inhabiting Phylace, who, in the Catalogue, form quite 
a different kingdom, and are led by Podarces instead of Protesilaus. With 
such manifest contradictions as these one may venture to attach some 
weight to the less obvious marks of a fundamental difference of views of 
a more general kind. Agamemnon, according to the Iliad, governs from 
Mycenz the whole of Argos (that is, the neighbouring part of Peloponne- 
sus), and many islands} ; according to the Catalogue, he governs no islands 
whatever; but, on the other hand, his kingdom comprises Adgialeia, 
which did not become Achean till after the expulsion of the Ionians §. 
With respect to the Beeotians, the poets of the Catalogue have entirely 
forgotten that they dwelt in Thessaly at the time of the Trojan war; foi 
they describe the whole nation as already settled in the country after- 
wards called Beeotia||. That heroes and troops of men joined the 
Achean army from the eastern side of the gean Sea and the islands 
on the coast of Asia Minor, is a notion of which the Iliad offers no 
trace ; it knows nothing of the heroes of Cos, Phidippus and Antiphus, 
nor anything of the beautiful Nireus from Syme; and as it is not said of 
Tlepolemus that he came from Rhodes, but only that he was a son of 
Hercules, it is most natural to understand that the poet of the Iliad 
conceived him as a Tirynthian hero. The mention in the Catalogue ot 
a whole line of islands on the coast of Asia Minor destroys the beauty 
and unity of the picture of the belligerent nations contained in the Iliad, 
which makes the allies of the Trojans come only from the east and north 
of the gean Sea, and Achean warriors come only from the west. 
The poets of the Catalogue have also made the Arcadians under Aga- 
peuor, as well as the Perrhebians and the Magnetes, fight before Troy. 
The purer tradition of the Iliad does not mix up these Pelasgic tribes 
(for, among all the Greeks, the Arcadians and Perrhebians remained 
most Pelasgic) in the ranks of the Achean army. 

If the enumeration of the Achzan bands is too detailed, and goes 
beyond the intention of the original poet of the Iliad, on the other hand, 
the Catalogue of the Trojans and their allies is much below the notion 


* Callimachus ap. Schol. Il. ii. 629, Comp. Theocrit. xxi, 

+ Il. xiii. 693; xv. 334. t IL. it. 108. 

§ Here, in particular, the verse (II. ii, 572), in which Adrastus is named as first 
king of Sicyon, compared with Herod. v. 67—8, clearly shows the objects of the 
Aryive rhapsodist. ’ 

|| There is, likewise, in the Iliad a passage (not, indeed, of much importance) which 
speaks of Beotians in Beotia. I). v. 709. For this reason Thucydides assumed that 
an dxodacuds of the Beotians had at this time settled in Beotia; which, however, 
is not sufficient for the Catalogue. 

@ The account of the Rhodians in the Catalogue also, by its great length, betrays 
the intention of a rhapsodist to celebrate this island. 
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which the Thad itself gives of the forces of the Trojans: this altogether omits 
the important allies, the Caucones and the Leleges, both of whom often 
occur in the Hiad, and the latter inhabited the celebrated city of Pedasus, 
on the Satnioéis*. Among the princes unmentioned in this Catalogue, 
Asteropeus, the leader and hero of the Peonians, is particularly ob- 
servable, who arrived eleven days before the battle with Achilles, and, 
therefore, before the review in the second book +, and at least deserved 
to be named as well as Pyrechmes {. On the other hand, this Catalogue 
has some names, which are wanting in the parts of the Iliad, where they 
would naturally recur §. But we have another more decided proof that 
the Catalogue of the Trojans is of comparatively recent date, and was 
composed after that of the Achwans. The Cyprian poem, which was 
intended solely to serve as an introduction to the Iliad||, gave at its con- 
clusion (that is, immediately before the beginning of the action of the 
Iliad) a list of the Trojan allies]; which certainly would not have been 
the case if, in the second book of the Iliad, as it then existed, not the 
Acheans alone but also the Trojans had been enumerated. Perhaps 
our present Catalogue in the Iliad is only an abridgment of that in the 
Cyprian poem ; at least, then, the omission of Asteropeus could be ex- 
plained, for if he came eleven days before the battle just mentioned, 
he would not (according to Homer's chronology) have arrived till after 
the beginning of the action of the Iliad, that is, the sending of the 
plague. 

But from the observations on these two Catalogues may be drawn 
other inferences, besides that they are not of genuine Homeric origin: 
first, that the rhapsodists, who composed these parts, had not the Tliad 
before them 7n writing, so as to be able to refer to it at pleasure ; other- 
wise, how should they not have discovered tnat Medon lived at Phy- 
lace, »nd such like particulars; 2dly, that these later poets did not 
retain the entire Iliad in their memory, but that in this attempt to give 
an ethnographical survey of the forces on each side, they allowed ihem- 
selves to be guided by the parts which they themselves knew bv heart 
and could recite, and by less distinct reminiscences of the rest of the 
poem. 

§ 10. A far less valid suspicion than that which has been raised 
a ae aseeee see Il. x. 429; xx. 329. For the Leleges, Il. x. 429; xx. 96; 

+ See Il. xxi. 155; also xii. 102; xviii. 351. 

t Il. i). 848. The author of this Catalogne st hav o - . 

The scholiast, on Il, ii. 844, is also Aes eocerae, eee eee pee it 


was a Trojan, the son of Antenor and Theano, but was furnj i 
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|| See below, chap. vi. § 4, 
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against the first part of the Iliad, principally against the second, and 
also against the fifth, sixth, and tenth books, rests on the later ones, 
and on those which follow the death of Hector. A tragedy, which 
treated its subject dramatically, might indeed have closed with the 
death of Hector, but no epic poem could have been so concluded ; as in 
that it is necessary that the feeling which has been excited should be 
allowed to subside into calm. This effect is, in the first place, brought 
about by means of the games; by which the greatest honour is conferred 
on Patroclus, and also a complete satisfaction is made to Achilles. But 
neither would the Hiad at any time have been complete without the 
cession of the body of Hector to his father, and the honourable burial 
of the Trojan hero. The poet, who everywhere else shows so gentle 
and humane a disposition, and such an endeavour to distribute even- 
handed justice throughout his poem, could not allow the threats of 
Achilles * to be fulfilled on the body of Hector; but even if this had 
been the poet’s intention, the subject must have been mentioned ; for, 
according to the notions of the Greeks of that age, the fate of the dead 
body was almost of more importance than that of the living; and in- 
stead of our twenty-fourth book, a description must have followed of the 
manner in which Achilles ill-treated the corpse of Hector, and then cast 
it for food to the dogs. Who could conceive such an end to the Iliad 
possible? It is plain that Homer, from the first, arranged the plan of 
the Iliad with a full consciousness that the anger of Achilles against 
Hector stood in need of some mitigation—of some kind of atonement— 
and that a gentle, humane disposition, awaiting futurity with calm feel- 
ings, was requisite both to the hero and the poet at the end of the poem. 

§ 11. The Odyssey is indisputably, as well as the Iliad, a poem pos- 
sessing an unity of subject; nor can any one of its chief parts be re- 
moved without leaving a chasm in the development of the leading idea; 
but it differs from the Iliad in being composed on a more artificial and 
more complicated plan. This is the case partly, because in the first and 
greater half, up to the sixteenth book, two main actions are carried on 
side by side; partly because the action, which passes within the compass 
of the poem, and as it were beneath our eyes, is greatly extended by 
means of an episodical narration, by which the chief action itself is 
made distinct and complete, and the most marvellous and strangest part 
of the story is transferred from the mouth of the poet to that of the 
inventive hero himself +. 

The subject of the Odyssey is the return of Ulysses from a land 
lying beyond the range of human intercourse or knowledge, to a home 
invaded by bands of insolent intruders, who seek to rob him of his wife, 
and kill his son. Hence, the Odyssey begins exactly at that point 


* Tl, xxii. 35; xxiii. 183. 
+ It appears, however, from his soliloquy, Od. xx. 18—21, that the poet did not 
intend his adventures to be considered as imaginary. 
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where the hero is considered to be farthest from his home, in the island 
of Ogygia*, at the navel, that is, the central point of the sea; where 
the nymph Calypsof has kept him hidden from all mankind for seven 
years; thence having, by the help of the gods, who pity his misfortunes, 
passed through the dangers prepared for him by his implacable enemy, 
Poseidon, he gains the land of the Phzacians, a careless, peaceable, and 
effeminate nation on the confines of the earth, to whom war is only 
known by means of poetry; borne by a marvellous Pheacian vessel, he 
reaches Ithaca sleeping; here he is entertained by the honest swine- 
herd Eumeus, and having been introduced into his own house as a beg- 
gar, he is there made to suffer the harshest treatment from the suitors, in 
order that he may afterwards appear with the stronger right as a terri- 
ble avenger. With this simple story a poet might have been satisfied ; 
aud we should even in this form, notwithstanding its smaller extent, 
have placed the poem almost on an equality with the Iliad. But the 
poet, to whom we are indebted for the Odyssey in its complete form, has 
interwoven a second story, by which the poem is rendered much richer 
and more complete; although, indeed, from the union of two actions, 
some roughnesses have been produced, which perhaps with a plan of 
this kind could scarcely be avoided j. 

For while the poet represents the son of Ulysses, stimulated by 
Athena, coming forward in Ithaca with newly excited courage, and 
calling the suitors to account before the people; and then afterwards 
describes him as travelling to Pylos and Sparta to obtain intelligence of 
his lost father; he gives us a picture of Ithaca and its anarchical con- 
dition, and of the rest of Greece in its state of peace after the return of 
the princes, which produces the finest contrast; and, at the same 
time, prepares Telemachus for playing an energetic part in the work of 
vengeance, which by this means becomes more probable. 

Although these remarks show that the arrangement of the Odyssey 
is essentially different from that of the Iliad, and bears marks of a more 
artificial and more fully developed state of the epos, yet there is much 
that is common to the two poems in this respect; particularly that pro- 
found comprehension of the means of straining the curiosity, and of 
keeping up the interest by new and unexpected turns of the narrative. 
‘The decree of Zeus is as much delayed in its execution in the Odyssey 
as it is in the Iliad: as, in the latter poem, it is not till after the building 
of the walls that Zeus, at the request of Thetis, takes an active part 


* "Oyvyia from ’Oydyns, who was originally a deity of the watery expanse which 
covers all things. 

+ Kaauwa, the Concealer. 
_ t There would be nothing abrupt in the transition from Menelaus to the suitors 
in Od. iv. 624, if it fell at the beginning of a new book; and, yet this division into 
books is a mere contrivance of the Alexandrine grammariaus. The four verses 620-4, 
which are unquestionably ‘spurious, are a mere useless interpolation ; as they contri. 
bute nothing to the junction of the parts. 
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against the Greeks; so, in the Odyssey, he appears at the very begin- 
aing willing to acquiesce in thé proposal of Athena for the return of 
Ulysses, but does not in reality despatch Hermes to Calypso till several 
days later, in the fifth book. It is evident that the poet is impressed 
with a conception familiar to the Greeks, of a divine destiny, slow in 
its preparations, and apparently delaying, but on that very account 
marching with the greater certainty to its end. We also perceive in the 
Odyssey the same artifice as that pointed out in the Iliad, of turning the 
expectation of the reader into a different direction from that which the 
narrative is afterwards to take ; but, from the nature of the subject, chiefly 
in single scattered passages. The poet plays in the most agreeable 
manner with us, by holding out other means by which the necessary 
work of vengeance on the suitors may be accomplished ; and also after we 
have arrived somewhat nearer the true aim, he still has in store another 
beautiful invention with which to surprise us. Thus the exhortation twice 
addressed to Telemachus in the same words, in the early books of the 
Odyssey, to imitate the example of Orestes* (which strikes deep root in 
his heart), produces an undefined expectation that he himself may attempt 
something against the suitors; nor is the true meaning of it perceived, 
until Telemachus places himself so undauntedly at his father’s side. After- 
wards, when the father and son have arranged their plan for taking 
vengeance, they think of assaulting the suitors, hand to hand, with lance 
and sword, in a combat of very doubiful issue +. The bow of Eurytus, 
from which Ulysses derives such great advantage, is a new and unex- 
pected idea. Athena suggests to Penelope the notion of proposing it to 
the suitors as a prize {, and although the ancient legend doubtless repre- 
sented Ulysses overcoming the suitors with this bow, yet the manner in 
which it is brought into his hands is a very ingenious contrivance of the 
poet §. As in the Iliad the deepest interest prevails between the Battle 
at the Ships and the Death of Hector, so in the Odyssey the narrative 
begins, with the fetching of the bow (at the outset of the twenty-first 
book), to assume a lofty tone, which is mingled with an almost painful 
expectation; and the poet makes use of every thing which the legend 
offered, as the gloomy forebodings of Theoclymenus (who is only intro- 
duced in order to prepare for this scene of horror ||) and the contempo- 


* Od. i. 302; iit. 200. 

+ Od. xvi. 295. The aéérnzis of Zenodotus, as usual, rests on insufficient grounds, 
and would deprive the story of an important point of its progress. 

t Od. xxi. 4. 

§ That this part of the poem is founded on ancient tradition appears from the 
fact that the Aitulian tribe of the Eurytanians, who derived their origin from Kurytus 
(probably the AStolian CEchalia also belonged to this nation, Strabo, x. p. 448), pos- 
sessed an oracle of Ulysses. Lycophbron, v. 799; and the Scholia from Aristotle. : 

|| Among these the disappearance of the sun (Od. xx. 356) is to be observed, which 
is connected with the return of Ulysses during the new moon (Od. xiv, 162; xix. 
307), when an eclipse of the sun could take place, This also appears to be a trace 
of ancient tradition. 
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raneous festival of Apollo (who fully grants the prayer of Ulysses tc 
secure him glory in the battle with the bow *), in order to heighten the 
marvellous and inspiriting parts of the scene. 

§ 12. It is plain that the plan of the Odyssey, as well as of the Tliad, 
offered many opportunifies for enlargement, by the insertion of new 
passages; and many irregularities in the course of the narration and its 
occasional diffuseness may be explained in this manner. The latter, for 
example, is observable in the amusements offered to Ulysses when en- 
tertained by the Phaacians; and even some of the ancients questioned 
the genuineness of the passage about the dance of the Pheacians and 
the song of Demodocus on the loves.of Ares and Aphrodite, although 
this part of the Odyssey appears to have been at least extant in the 50th 
Olympiad, when the chorus of the Pheacians was represented on the 
throne of the Amyclean Apollo}. So likewise Ulysses’ account of his 
adventures contains many interpolations, particularly in the nekyia, or 
invocation of the dead, where the ancients had already attributed an 
important passage (which, in fact, destroys the unity and connexion of 
the narrative) to the diaskewaste, or interpolators, among others, to the 
Orphic Onomacritus, who, in the time of the Pisistratids, was employed 
in collecting the poems of Homer. Moreover, the Alexandrine critics, 
Aristophanes and Aristarchus, considered the whole of the last part 
from the recognition of Penelope, as added at a later period §. Nor can 
it be denied that it has great defects; in particular, the description of the 
arrival of the suitors in the infernal revions is only a second and feebler 
nekyia, which does not precisely accord with the first, and is introduced 
in this place without sufficient reason. At the same time, the Odyssey 
could never have been considered as concluded, until Ulysses had 
embraced his father Laertes, who is so often mentioned in the course of 
the poem, and until a peaceful state of things had.‘been restored, or 
began to be restored, in Ithaca. It is not therefore likely that the original 
Odyssey altogether wanted some passage of this kind; but it was pro- 
bably much altered by the Homerids, until it assumed the form in which 
we now possess it. 

§ 13. That the Odyssey was written after the Iliad, and that many 
differences are apparent in the character and manners both of mén and 
gods, as well as in the management of the language, is quite clear ; but 
fae een cage veounvios) is alluded to. Od. xx. 156, 250, 278; xxi. 

+ Pausan. ili. 18, 7, 


{ See Schol. Od. xi. 104, The entire passage, from xi. 568-626, was rejected by 
the ancients, and with good reason. For whereas Ulysses elsewhere is represented 
as merely, by means of his libation of blood, enticing the shades from their dark 
abodes to the asphodel-meadow, where he is standing, as it were, at the gate of 
Hades; in this passage he appears in the midst of the dead, who are firmly bound to 
certain spots in the infernal regions. The same more recent conception prevails in 
Od. xxiv. 13, where the dead dwed/ on the asphodel-meadow. 


§ From Od, xxii, 296, to the end. 
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it is difficult and hazardous to raise upon this foundation any definite 
conclusions as to the person and age of the poet. With the exception of 
the anger of Poseidon, who always works unseen in the obscure distance, 
the gods appear in a milder form; they act in unison, without dissension 
or contest, for the relief of mankind, not, as is so often the case in the 
Iliad, for their destruction. It is, however, true, that the subject afforded 
far less occasion for describing the violent and angry passions and vehe- 
ment combats of the gods. At the same time the gods all appear a step 
higher above the human race; they are not represented as descending 
in a bodily form from their dwellings on Mount Olympus, and mixing 
in the tumult of the battle, but they go about in human forms, only dis- 
cernible by their superior wisdom and prudence, in the eompany of the 
adventurous Ulysses and the intelligent Telemachus. But the chief 
cause of this difference is to be sought in the nature of the story, and, we 
may add, in the fine tact of the poet, who knew how to preserve unity 
of subject and harmony of tone in his picture, and to exclude every 
thing of which the character did not agree. The attempt of many 
learned writers to discover a different religion and mythology for the 
Iliad and the Odyssey leads to the most arbitrary dissection of the two 
poems *; above all, it ought to have been made clear how the fable of 
the Iliad could have been treated by a professor of this supposed religion 
of the Odyssey, without introducing quarrels, battles, and vehement 
excitement among the gods; in which there would have been no diffi- 
culty, if the difference of character in the gods of the two poems were 
introduced by the poet, and did not grow out of the subject. On the 
other hand, the human race appears in the houses of Nestor, Menelaiis, 
and especially of Alcinous, in a far more agreeable state, and one of far 
greater comfort t and luxury than in the Iliad. But where could the 
enjoyments, to which the Atride, in their native palace, and the peace- 
able Phzeacians could securely abandon themselves, find a place in the 
rough camp? Granting, however, that a different taste and feeling is 
shown in the choice of the subject, and in the whole arrangement of the 
poem, yet there is not a greater difference than is often found in the 
inclinations of the same man in the prime of life and in old age; and, to 
speak candidly, we know no other argument adduced by the Chorizontes}, 
both of ancient and modern times, for attributing the wonderful genius 
of Homer to two different individuals. It is certain that the Odyssey, 
in respect of its plan and the conception of its chief characters, of Ulysses 


* Benjamin Constant, in particular, in his celebrated work, De la Religion, tom, iii. 
has been forced to go this length. as he distinguishes /rois espéces de mythologie in the 
Homeric poems, and determines from them the aye of the different parts. 

+ The Greek word for this is %o:34 ; which, in the Iliad, is only used for the care 
of horses, but in the Odyssey signifies human conveniences and luxuries, among 
which /ot baths may be particularly mentioned. See Od. viii. 450. 

t Those Greek grammarians who attributed the Iliad and Odyssey to different 
authors were called of zweigovres, “ The Separaters,” 
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himself, of Nestor and Menelais, stands in the closest affinity with the 
iliad; that it always presupposes the existence of the earlier poem, and 
silently refers to it; which also serves to explain the remarkable ee 
that the Odyssey mentions many occurrences 10 the life of Ulysses, 
which lie out of the compass of the action, but not one which is celebrated 
in the Iliad*. If the completion of the Iliad and the Odyssey seems 
too vast a work for the lifetime of ome man, we may, perhaps, have 
recourse to the supposition, that Homer, after having sung the [iad in 
the vigour of his youthful years, in his old age communicated to some 
devoted disciple the plan of the Odyssey, which had long been working 
in his mind, and left it to him for completion. 

§ 14. It is certain that we are perpetually met with difficulties in en- 
deavouring to form a notion of the manner in which these great epic 
poems were composed, at a time anterior to the use of writing. But 
these difficulties arise much more from our ignorance of the period, and 
our incapability of conceiving a creation of the mind without those appli- 
ances of which the use has become to us a second nature, than in the 
general laws of the human intellect. Who can determine how many 
thousand verses a person, thoroughly impregnated with his subject, and 
absorbed in the contemplation of it, might produce in a year, and con- 
fide to the faithful memory of disciples, devoted to their master and his 
art? Wherever a creative genius has appeared it has met with persons 
of congenial taste, and has found assistants, by whose means it has 
completed astonishing works in a comparatively short time. Thus the 
old bard may have been followed by a number of younger minstrels, to 
whom it was both a pleasure and a duty to collect and diffuse the honey 
which flowed from his lips. But it is, at least, certain, that it would be 
unintelligible how these great epics were composed, unless there had 
been occasions, on which they actually appeared in their integrity, and 
could charm an attentive hearer with the full force and effect of a com- 
plete poem. Without a connected and continuous recitation they were 
not finished works; they were mere disjointed fragments, which might 
by possibility form a whole. But where were there meals or festivals 
long enough for such recitations? What attention, it has been asked, 
could be sufficiently sustained, in order to follow so many thousand 
verses? If, however, the Athenians could at one festival hear in suc- 
cession about nine tragedies, three satyric dramas, and as many comedies, 


“We find Ulysses, in his youth, with Autolyeus (Od. xix. 394; xxiv. 331) during 


the expedition against Troy in Delos, Od. vi. 162+ in Lesbos, iv. 341; in a contest 
with Achilles, viii. 75; near the corpse and at the burial of Achilles, 


b | v. 308; xxiv. 
39; contending for the arms of Achilles, xi. 544; contending with Philoctetes in 
shooting with the bow, vill. 219; se 


he cretly in Troy, iv. 242; in the Trejan horse, 
iv. 270 (comp. viii. 492; xi. 522); at the beginning of the return, ili. 130; and, 
lastly, gomy to the men who know not the use of salt, xi, 120. But nothing is said 
of Ulysses’ acts in the Niad: his punishment of Thersites; the horses of Rhesus ; 
the battle over the body of Patroclus, &e. In like manner the Odyssey intentionally 
records different exploits and adventures of Agamemnon, Achilles, Menelaus, and 
Nestor, from those celebrated in the Iliad. 
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without ever thinking that it might be better to distribute this enjoyment 
over the whole year, why should not the Greeks of earlier times have 
been able to listen to the Iliad and Odyssey, and, perhaps, )ther poems, 
at the same festival? Ata later date, indeed, when the rhapsodist was 
rivalled by the player on the lyre, the dithyrambic minstrel, and by 
many other kinds of poetry and music, these latter necessarily abridged 
the time allowed to the epie reciter; but in early limes, when the epic 
style reigned without a competitor, it would have obtained an undivided 
attention. Let us beware of measuring, by our loose and desultory 
reading, the intension of mind with which a people enthusiastically 
devoted to such enjoyments*, hung with delight on the flowing strains 
of the minstrel. In short, there was a time (and the Hiad and Odyssey 
are the records of it) when the Greek people, not indeed at meals, but 
at festivals, and under the patronage of their hereditary princes, heard 
and enjoyed these and other less excellent poems, as they were intended 
to be heard and enjoyed, viz. as complete wholes. Whether they were, 
at this early period, ever recited for a prize, and in competition with 
others, is doubtful, though there is nothing improbable in the suppo- 
sition. But when the conflux of rhapsodists to the contests became per- 
petually greater; when, at the same time, more weight was laid on the 
art of the reciter than on the beauty of the well-known poem which he 
recited ; and when, lastly, in addition to the rhapsodizing, a number of 
other musical and poetical performances claimed a place, then the rhap- 
sodists were permitted to repeat separate parts of poems, in which they 
hoped to excel; and the Iliad and Odyssey (as they had not yet been 
reduced to writing) existed for a time only as scattered and unconnected 
fragments +. And we are still indebted to the regulator of the contest 
of rhapsodists at the Panathenwa (whether it was Solon or Pisistratus), 
for having compelled the rhapsodists to follow one another, according to 
the order of the poem {, and for having thus restored these great works, 
which were falling into fragments, to their pristine integrity. It is 
indeed true that some arbitrary additions may have been made to them 
at this period; which, however, we can only hope to be able to distin- 
guish from the rest of the poem, by first coming to some general agree- 
ment as to the original form and subsequent destiny of the Homeric 
compositions, 


* Above, p. 30, note +f. 

T Duecrarpevec, bungnptvery amoghony ddipeva, Sve the sure testimonies on this point in 
Wolt’s Prolegomena, p. cxliil. 

t  Saodrsws (or in Diog, Laert. & drobar7is) parpadiv. 
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CHAPTER VI. 


§ 1. Genera. character of the Cyclic poems.—§ 2. The Destruction of Troy and 7ithi- 
opis of Aretinus of Miletus.—§ 3. The little Iliad of Lesches.—§ 4. The Cypria 
of Stasinus.—§ 5. The Nostoi of Agias of Troezeu— 6. The Telegonia of Eu- 
gammon of Cyrene.—§ 7. Poems on the War against Thebes. 


§ 1. Homer’s poems, as they became the foundation of all Grecian 
literature, are likewise the central pdint of the epic poetry of Greece. 
All that was most excellent in this line originated from them, and was 
connected with them in the way of completion or continuation; so that 
by closely considering this relation, we arrive not only at a proper 
understanding of the subjects of these later epics, but even are able, 
in return, to throw some light upon tue Homeric poems themselves,— 
the Iliad and Odyssey. This class of epic poets is called the Cyclic, 
from their constant endeavour to connect their poems with those of Ho- 
mer, so that the whole should form a great cycle. Hence also originated 
the custom of comprehending their poems almost collectively under the 
name of Homer *, their connexion with the Iliad and Odyssey being 
taken as a proof that the whole was one vast conception. More accurate 
accounts, however, assign almost all these poems to particular authors, 
who lived after the commencement of the Olympiads, and therefore con- 
siderably later than Homer. Indeed, these poems, both in their cha- 
racter and their conception of the mythical events, are very different 
from the Iliad and Odyssey. These authors cannot even have been 
called Homerids, since a race of this name existed only in Chios, and 
not one of them is called a Chian. Nevertheless it is credible that 
they were Homeric rhapsodists by profession, to whom the constsnt 
recitation of the ancient Homeric poems would naturally suggest the 
notion of continuing them by essays of their own in a similar tone. 
Hence, too, it would be more likely to occur that these poems, when they 
were sung by the same _ rhapsodists, would gradually themselves 
acquire the name of Homeric epics. From a close comparison of the 
extracts and fragments of these poems, which we still possess, it is evi- 
dent that their authors had before them copies of the [iad and Odyssey 
in their complete form, or, to speak more accurately, comprehending the 
same series of events as those current among the later Greeks and our- 
selves, and that they merely connected the action of their own poems 
with the beginning and end of these two epopees. But notwithstanding 
the close connexion which they made between their own productions and 
the Homeric poems, notwithstanding that they often built upon particular 
allusions in Homer, and formed from them long passages of their own 


* OF peévror cgrcaias el rovKoxrov cevaoP{povaw tig edrdy (Oxengov). Proclus, Vita Homeri. 


LITERATURE OF ANCIENT GREECE. 65 


poems (a fact which is particularly evident in the excerpt of the Cypria) ; 
still their manner of treating and viewing mythical subjects differs so 

widely from that of Homer, as of itself to be a suflicient proof that the 
_ Homeric poems were no longer in progress of development at the time 
of the Cyclic poets, but had, on the whole, attained a settled form, to 
which no addition of importance was afterwards made*. Otherwise, we 
could not fail to recognise the traces of a later age in the interpolated 
passages of the Homeric poems. 

§ 2. We commence with the poems which continued the Iliad. 
Arctinus or Miverus was confessedly a very ancient poet, nay, he is 
even termed a disciple of Homer ; the chronological accounts place him 
immediately after the commencement of the Olympiads. His poem, 
consisting of 9,100 verses} (about one-third less than the Iiad), opened 
with the arrival of the Amazons at Troy, which followed immediately 
after the death of Hector. There existed in antiquity one recension of 
the Iliad, which concluded as follows :—* Thus they pei formed the funeral 
rites of Hector; then came the Amazon, the daughter of the valorous 
man-destroying Ares}.” This, without doubt, was the cyclic edition of 
the Homeric poems, more than once mentioned by the ancient critics : 
in which they appear to have been connected with the rest of the cyclus, 
so as to form an unbroken series. The same order of events also appears 
in several works of ancient sculpture, in which on one side Andromache 
is represented as weeping over Hector’s ashes, while, on the other, the 
female warriors are welcomed by the venerable Priam. The action of the 
epic of Arctinus was connected with the following principal events. Achilles 
kills Penthesilea, and then in a fit of anger puts to death Thersites, 
who had ridiculed him for his love for her. Upon this Memnon, the 
son of Eos, appears with his Ethiopians, and is slain by the son of 
Thetis after he himself has killed in battle Antilochus, the Patroclus of 
Arctinus. Achilles himself falls by the hand of Paris while pursuing 
the Trojans into the town. His mother rescues his body from the 
funeral pile, and carries him restored to life to Leuce, an island in the 
Black Sea, where the mariners believed that they saw his mighty form 
flitting in the dusk of evening. Ajax and Ulysses contend for his arms ; 
the defeat of Ajax causes his suicide §. Arctinus further related the his- 


* In these remaiks we of course except the Catalogue of the Ships. See 
chap. v. § 9. ; 

+ According to the inscription of the tablet in the Museo Borgia (see Heeren 
Bibliothek der alten Literatur und Kunst, part iv. p. 61) where it is suid* * * * 
’Aguriva |y Tov MiAnoioy Abyouow txwy avra é. The plural avra refers to the two poems, 
according to the explanation in the text. 

+ Os oly? auQlerov reGevExropos’ abe 3 Awa gay : 

; Nios fice ps ovrion Liigopbrew—Schol. Ven. ad Il. xxiv. ult. v. a 

§ See Schol. Pind, Isthm. iii. 58, who quotes for this event the ABthiopis, and 
Schol. Il. xi. 515, who quotes for it the "Iawy xégos of Arctinus. I particularly men- 
tion this point; since, from the account in the Chrestomathia of Proclus, it might 


be thought that Arctinus had omitted this circumstance. 
F 
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tory of the wooden horse, the careless security of the Trojans, and the de- 
struction of Laocoon, which induces Sneas to flee for safety to Ida before 
the impending destruction of the town*. The sack of Troy by the 
Greeks returning from Tenedos, and issuing from the Trojan horse, was 
described so as to display in a conspicuous manner the arrogance and 
mercilessness of the Greeks, and to occasion the resolution of Athene, 
already known from the Odyssey, to punish them in various ways on 
their return home. This !ast part, when divided from the preceding, 
was called the Destruction of Troy (I\éov wépace); the former, com- 
prising the events up to the death of Achilles, the Aethiopis of Arc- 
tinus. 

§ 3. Lescuzs, or Lescuzus, from Mytilene, or Pyrrha, in the island 
of Lesbos, was considerably later than Arctinus; the best authorities 
concur in placing him in the time of Archilochus, or about Olymp. 
xviii. Hence the account which we find in ancient authors of a contest 
between Arctinus and Lesches can only mean that the later competed 
with the earlier poet in treating the same subjects. His poem, which 
was attributed by many to Homer, and, besides, to very different 
authors, was called the Little Iliad, and was clearly intended as a sup- 
plement to the great Iliad. We learn from Aristotle + that it comprised 
the events before the fall of Troy, the fate of Ajax, the exploits of Phi- 
loctetes, Neoptolemus, and Ulysses, which led to the taking of the town, 
as well as the account of the destruction of Troy itself: which statement 
is confirmed by numerous fragments. The last part of this (like the 
first part of the poem of Arctinus) was called the Destruction of Troy : 
from which Pausanias makes several quotations, with reference to the 
sacking of Troy, and the partition and carrying away of the prisoners. 
It is evident from his citations that Lesches, in many important events 
(e. g., the death of Priam, the end of the little Astyanax, and the fate of 
Aineas, whom he represents Neoptolemus as taking to Pharsalus), fol- 
lowed quite different traditions from Arctinus. The connexion of the 
several events was necessarily loose and superficial, and without any 
unity of subject. Hence, according to Aristotle, whilst the Iliad and 
Odyssey only furnished materials for one tragedy each, more than eight 
might be formed out of the Little Iliad}. Hence, also, the opening of 


* Quite differently from Virgil, who in other respects has in the second book of 
the Aineid chiefly followed Arctinus. 

+ Poet. c. 23, ad fin, ed, Bekker. (c. 38, ed. Tyrwhitt.) 

{Ten are mentioned by Aristotle, Viz., “Ordway xelois, Piroxeirne, Neowroremos, 
Edpdrvrns, Urwreia (see Od. iv. 244), Adasen, Trtov Tépris, ArorAous, Livwy, Towddss. 
Among these tragedies the subject of the Adxaia:is not apparent. The name of 
course means “ Lacedwmonian women ;” who, as the attendants of Helen, formed the 
chorus. Helen played a chief part in the adventures of Ulysses as a spy in Troy : 
the subject of the Mrwxeia above mentioned. Or perhaps Helen was represented 
as the accomplice of the heroes in the wooden horse. See Od. iy. 271. Compare 


Mneid. vi. 517. Of Sophocles’ tragedy of this name only a few fra t 
extant ; Nos, 336—9, ed. Dindorf. y Yr Song 
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the poem, which promises so much, and has been censured as ar rogant, 
“I sing of Ilion, and Dardania famous for its horses, on whose account 
the Greeks, the servants of Mars, suffered many evils *.” 

Before proceeding any further I feel myself bound to justify the 
above account of the relation between Arctinus and Lesches, since 
Proclus, the well-known philosopher and grammarian, to whose Chres- 
tomathia we are indebted for the fullest account of the epic cyclet, 
represents it in a totally different point of view. Proclus gives us, as an 
abridgment of the Cyclic poets, a continuous narrative of the evens 
of the Trojan war, in which one poet always precisely takes up 
another, often in the midst of a closely connected subject. Thus, ac- 
cording to Proclus, Arctinus continued the Homeric Iliad up to the 
contest for the arms of Achilles; then Lesches relates the result of this 
contest, and the subsequent enterprises of the heroes against Troy until 
the introduction of the wooden horse within the walls; at this point 
Arctinus resumes the thread of the narrative, and describes the issuing 
forth of the heroes inclosed in the wooden horse; but he too breaks off 
in the midst of the history of the return of the Greeks at the point 
where Minerva devises a plan for their punishment: the fulfilment of 
this plan being related by Agias, in the poem called the Nostoi. In 
order to make such an interlacing of the different poems comprehensible, 
we must suppose the existence of an academy of poets, dividing their 
materials amongst each other upon a distinct understanding, and with 
the most minute precision. It is, however, altogether inconceivable 
that Arctinus should have twice suddenly broken off in the midst of 
actions, which the curiosity of his hearers could never have permitted 
him to leave unfinished, in order that, almost a century after, Lesches, 
and probably at a still later date Agias, might fill up the gaps and com- 
plete the narrative. Moreover, as the extant fragments of Arctinus and 
Lesches afford sufficient proof that they both sang of the events which, 
according to the abstract of Proelus, formed an hiatus in their poems, 
it is easy to perceive that his account was not drawn up from these 
poems according to their original forms, but from a selection made by 
some grammarian, who had put together a connected poetical descrip- 
tion of these events from the works of several Cyclic poets, in which no 
occurrence was repeated, but nothing of importance was omitted: and 
this indeed the ‘expressions of Proclus himself appear to indicate j. 
In fact, the Cyclus in this sense included not only the epoch of the 
Trojan war (where the poems were mutually connected by means of 


* "Dusy deidw xa) Augdaviny timwroy, 
“Hs wegh ora rabov Auvaol, bepdhmrovres "Aonos. fe 

+ This part of the Chrestomathia was first published in the Gottingen Bibliothek 
fiir alte Litteratur und Kunst, Part i, inedita, afterwards in Gaisford’s Hephestion, 
p- 378, seq., 472, seg., and elsewhere. . ; a 

f Kal xsgaroiras 6 torinds nbxdros ix diaPoguy Tonray cummrngatpsvos mercer TNs amor 
Bécews Odvoriws x7 tis 1éexnv.—Proclus, ubi sup. 
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their common reference to Homer), but the whole mythology, from the 
marriage of Heaven and Earth to the last adventures of Ulysses’; for 
which purpose use must have been made of poems totally distinct from 
each other, and of whose original connexion, either in their execution or 
design, no trace whatever is discoverable *. ; 
§ 4. The poem which in the Cyclus preceded the Iliad, a was 
clearly intended by its author himself for that purpose, was the Cypria, 
consisting of eleven books, which may be most safely ascribed to Sta- 
sinus of the island of Cyprus, who, however, according to the tradition, 
received it from Homer himself (transformed on that account into a 
Salaminian from Cyprus), as a portion on the marriage of his daughter. 
And yet the fundamental ideas of the Cypria are so un-Homeric, 
and contain so much of a rude attempt at philosophising on mytho- 
logy, which was altogether foreign to Homer, that Stasinus certainly 
cannot be considered as of an earlier date than Arctinus. The Cypria 
began with the prayer of the Earth to Zeus, to lessen the burdens of the 
race of man, already become too heavy; and then related how Zeus, 
with the view of humbling the pride of mankind, begot Helen upon 
the goddess Nemesis, and gave her to be educated by Leda. The promise 
by Venus of the woman whose beauty was to cause the destruction of 
heroes to the shepherd Paris, as a reward for the decision respecting the 
apple of discord, her abduction from Sparta during the absence of her 
husband Menelaus in Crete, and while her brothers, the Dioscuri, are 
slain in battle by the sons of Aphareus, were all related in conformity with 
the usual traditions, and the expedition of the heroes of Greece against 
Troy was derived from these events. The Greeks, however, according to 
the Cypria, ¢wice set out from Aulis against Troy, having the first time 
been carried to Teuthrania in Mysia, a district ruled by Telephus, and 
in sailing away having been driven back by a storm; at their second 
departure from Aulis the sacrifice of Iphigenia was related. The nine 
years’ contest before Troy, and in its vicinity, did not occupy near so 
much space in the Cypria as the preparations for the war; the full 
stream of tradition, as it gushes forth from a thousand springs in the 
Homeric poems, has even at this period dwindled down to narrow 
dimensions: the chief part was connected with the incidental mentions 
of earlier events in Homer ; as the attack of Achilles upon /Eneas near 
the herds of cattle +, the killing of Troilus t, the selling of Lycaon to 
Lemnos § ; Palamedes—the nobler counterpart of Ulysses—was the only 


* As an additional proof of a point which indeed is almost self-evident, it may 
be also mentioned that, according to Proclus, there were Jive, and afterwards two 
books of renee in ne aie ae according to the Tabula Borgiana, however, the 
poems 0 retinus included 9,100 verses, which, accordir to th 
books in Homer, would at least give twe/ve books, sada dca! > Sa 

+ Il. xx. 90, seg. 


} Il. xxiv. 257. The more recent poetry bi i i 
last events of Troy. ee i. ee dag 
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hero either unknown to or accidentally never mentioned by Homer. 
Achilles was throughout represented as the chief hero, created for the 
purpose of destroying the race of man by manly strength, as Helen by 
female beauty; hence also these two beings, who otherwise could not 
have become personally known to each other, were brought together in 
a marvellous manner by Thetis and Amphitrite. As, however, the war, 
conducted in the manner above described, did not destroy a sufficient 
number of men, Zeus at last resolves, for the purpose of effectually 
granting the prayer of the Earth, to stir up the strife between Achilles 
and Agamemnon, and thus to bring about all the great battles of the 
Iliad. Thus the Cypria referred altogether to the Iliad for the com- 
pletion of its own subject; and at the same time added to the motive 
supposed in the latter poem, the prayer of Thetis, a more general one, 
the prayer of the Earth, of which the Iliad knows nothing. In the 
Cypria a gloomy destiny hovers over the whole heroic world; as in 
Hesiod* the Theban and Trojan war is conceived as a general war 
of extermination between the heroes. The main origin of this fatality 
is, moreover, the beauty of the woman, as in Hesiod’s mythus of Pan- 
dora. The unwarlike Aphrodite, who in Homer is so little fitted for 
mingling in the combats of heroes, is here the conductor of the whole; 
on this point the Cyprian poet may have been influenced by the im- 
pressions of his native island, where Aphrodite was honoured before all 
other deities. 

§ 5. Between the poems of Arctinus and Lesches and the Odyssey 
came the epic of Acrast the Troezenian, divided into five books, the 
Nostvi. A poem of this kind would naturally be called forth by the 
Odyssey, as the author in the very commencement supposes that all the 
other heroes, except Ulysses, had returned home from Troy. Even in 
Homer's time there existed songs on the subject of the homeward 
voyages of the heroes; but these scattered lays naturally fell into ob- 
livion upon the appearance of Agias’s poem, which was composed with 
almost Homeric skill, and all the intimations to be found in Homer were 
carefully made use of, and adopted as the outlines of the actionf. Agias 
began his poem with describing how Athene executed her plan of ven- 
geance, by exciting a quarrel between the Atride themselves, which pre- 
vented the joint return of the twoprinces. The adventures of the Atride 
furnished the main subject of the poem§. In the first place the wan- 
derings of Menelaus, who first left the Trojan coast, were narrated 
almost up to his late arrival at home; then Agamemnon, who did not 
sail till afterwards, was conducted by a direct course to his native land - 


* Hesiod. Op. et D. 160, seq. ; _— j 334 ; 4 
+ ’Ayias is the correct form of his name, in Tonic “Hyias 5 Avyias 18 a corruption. 


t See particularly Od. iii. 135, Saute A 
§ Hence, probably, the same poem is more than once in Athenwus called 4 ray 
’ > 


Arpuday xabodos. 
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and his murder and the other fortunes of his family were described up 
to the period when Menelaus arrives after the vengeance of Orestes had 
been consummated*; with which event the poem properly concluded. 
Artfully interwoven with the above narrative were the voyages and 
wanderings of the other heroes, Diomed, Nestor, Calchas, Leonteus 
and Polypoetes, Neoptolemus, and the death of the Locrian Ajax on 
the Capherian rocks, so that the whole formed a connected picture of 
the Achean heroes at variance with each other, hastening homewards by 
different routes, but almost universally contending with misfortunes and 
difficulties. Ulysses alone was left for the Odysseyt. 

§ 6. The continuation of the Odyssey was the Telegonia, of which poem 
only two books were introduced into the collection used by Proclus{. 
Eucammon or Cyrene, who did not live before the 53d Olympiad, 
is named as the author. The Telegonia opened with the burial of the 
suitors by their kinsmen. The want of this part renders the Odyssey 
incomplete as a narrative; although, for the internal unity, it is un- 
necessary, since the suitors are no longer a subject of interest after 
Ulysses had rid his house of them. ‘The poem then related a voyage 
of Ulysses to Polyxenus at Elis, the motives for which are not suf- 
ficiently known to us; and afterwards the completion of the sacrifices 
offered by Tiresias ; upon which Ulysses (in all probability in compliance 
with the prophecy of Tiresias, in order to reach the country where the 
inhabitants were neither acquainted with the sea nor with salt, the pro- 
duct of the sea) goes to Thesprotia, and there rules victoriously ana 
happily, till he returns a second time to Ithaca, where, not being re- 
cognised, he is slain by Telegonus, his son by Circe, who had come to 
seek his father. 

§ 7. With the exception of the events of the Trojan war, and the return 
of the Greeks, nothing was so closely connected with the Iliad and 
Odyssey as the War of the Argives against Thebes ; since many of the 


principal heroes of Greece, particularly Diomed and Sthenelus, were 


* See Od. iii. 311; iv. 547. 


+ In what part of the Nostoi the Ne&yta, or description of the infernal regions, 
which belonged to it, was introduced, we are not indeed informed; but there can 
scarcely be any doubt that it was connected with the funeral of Tiresias, which 
Calchas, in the Nostoi, celebrated ai Colophon. Tiresias, in the Odyssey, is the 
only shade in the infernal regions who is endowed with memory and understanding 
for whose sake Ulysses ventures as far as the entrance of Hades: would not then 
the poet, whose object it was to make his work an introduction to the Odyssey, have 
seized this opportunity to introduce the spirit of the seer into the realm of shades 
and by his reception by Hades and Persephone to explain the privileges which 
according to the Odyssey, he there enjoys? The questioning of Turesias invites to 
a preparatory explanation more perhaps than any other part of the Odyssey, since 
taken by itself, it has something enigmatical. ; ; 

{ These two books were evidently only an epitome of the poem; for even all that 
Proclus states from them has scarcely sufficient Space: to say nothing of the poem 
on the Thesprotians in a mystic tone, which Clemens of Alexandria (Strom. vi. 277) 
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attributes to Eugammon, and which was manifestly in its original form a part of the 
Telegonia. 
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themselves amongst the conquerors of Thebes, and their fathers before 
them, a bolder and wilder race, had fought on the same spot, in a con- 
test which, although unattended with victory, was still far from inelorious. 
Hence also reputed Homeric poems on the subject of this war were 
extant, which perhaps really bore a great affinity to the Homeric time 
and school. For we do not find, as in the other poems of the cycle, 
the names of one or several later poets placed in connexion with these 
compositions, but they are either attributed to Homer, as the earlier 
Greeks in general appear to have done*, or, if the authorship of Homer 
is doubted, they are usually attributed to no author at all. The Thebais, 
which consisted of seven books, or 5,600 verses, originated from Argos, 
which was also considered by Homer as the centre of the Grecian power : 
it commenced “Sing, O Muse, the thirsty Argos, where the princes 
- « ..t” Here dwelt Adiastus, to whom Polynices, the banished son of 
(Edipus, fled, and found with him a reception. The poet then took occa- 
sion to enter upon the cause of the banishment of Polynices, and related 
the fate of Gidipus and his curse twice pronounced against his sons. 
Amphiraus was represented as a wise counsellor to Adrastus, and in 
opposition to Polynices and Tydeus, the heroes eager for battle. 
Eriphyle was the Helen of this war; the seductive woman who induced 
her otherwise prudent husband to rush, conscious of his doom, to meet 
his unhappy fatet. The insolence of the Argive chiefs was probably 
represented as the principal cause of their destruction; Homer in the 
Iliad described it as the crime and curse of these heroes$, and Aischylus 
portrays it in characteristic emblems and words. Adrastus is only saved 
by his horse Areion, a supernatural being; and a prophecy respectir ¢ 
the Epigoni concluded the whole. 

The Epigoni was so far a second part of the Thebais that it was some- 
times comprehended under the same name||, though it might also be 
considered as distinct. It began with an allusion to the first heroic 
expedition, “ Now, O Muses, let us commence the exploits of the later 
men ;” and related the much less notorious actions of the sons of the 
heroes, according to all probability under the auspices of the same 
Adrastus ** who was destined to conquer Thebes, if his army should be 


* In Pansan, ix. 9,3. Kaddivs is certainly the right reading. This ancient 
elegiac poet therefore, about the 20th Olympiad, quoted the Thebaid as Homeric. 
The Epigoni was still commonly ascribed to Homer in the time of Herodotus, iv. 32. 

+ *Aoyos heide bsce roruaipioy, tyba avanres. 

t Hence the entire poem is in Pseudo-Herod. Vit. Hom. c. 9, called ’Apqidgew 
eracin ts OnBus, in Suidas "Audiagdouv thercvons, 

§ Il. v. 409, 

|| Thus the scholiast on Apoll. Rhod. i. 308, in the account of Manto, cites the 
Thebaid for the Epigoni. 

Noy aif bxdrortpuy cvdeav aor wpesbu, Movons. 

** See Pindar, Pyth. viii. 48. It can be shown that Pindar, in his mentions ot 
this fable, always keeps near to the Thebaid, 
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freer from guilt, and thereby becon-e more worthy of glory. Diomed 
and Sthenelus, the sons of the wild Tydeus and the reckless Capaneus, 
equalled their fathers in power, while they surpassed them in modera- 
tion and respect for the gods. 

Even these few, but authentic accounts exhibit glorious materials for 
genuine poetry; and they were treated in a style which had not de- 
generated from Homer; the only difference being that an exalted 
heroic life was not, as in the Hiad and Odyssey, exhibited in one great 
action, and as accomplishing its appointed purpose: but a longer series 
of events was developed before the listeners, externally connected by 
their reference to one enterprise, and internally by means of certain 
general moral reflections and mythico-philosophical ideas. 


CHAPTER VII. 


§ 1. General character of the Homeric Hymns, or Proemia.—§ 2. Occasions on 
which they were sung: Poets by whom, and times at which, they were composed. 
—§3. Hymn to the Delian Apollo.—§ 4. Hymn to the Pythian Apollo.—§ 5. 
Hymn to Hermes.—§ 6. Hymn to Aphrodite-—§ 7. Hymn to Demeter. 


§ 1. Ons essential part of the epic style of poetry consisted of hymns. 
Those hymns which were recited by the epic poets, and which we com- 
prehend under the name of Homeric, were called by the ancients 
prowmia, that is preludes, or overtures. 'They evidently in part owed 
this name to their having served the rhapsodists as introductory strains 
for their recitations: a purpose to which the final verses often clearly 
refer; as, “ Beginning with thee I will now sine the race of the demi- 
gods, or the exploits of the heroes, which the poets are wont to cele- 
* >? 7 P ] “ 
brate*.” But the donger hymns of this class could hardly have served 
such a purpose; as they sometimes are equal in extent to the rhapsodies 
into which the grammarians divided the Hiad and Odyssey, and they 
even contain very detailed narratives of particular legends, which are 
sufficient to excite an independent interest. These must be considered 
as preludes to a whole series of epic recitations, in other words, as infro= 
ductions to an entire contest of rhapsodists ; making, as it were, the 
transition from the preceding festival of the gods, with its sacrifices, 
prayers, and sacred chaunts, to the subsequent competition of the 
singers of heroic poetry. ‘The manner in which it was necessary to 
shorten one of these long hymns, in order to make it serve as a 
proemium of a single poem, or part of a poem, may be seen from the 


* See, for exampie, Hymn xxxi tx of0 0 aotd ’ 
ie ora amy is yi 2. als 18, &x aeo 8 ceekdmevos xAnicw Megoray yivos 
aydoay nuseav, and xxxil, 18. co 3 aercapevos Ata Parwy woomas hubewy dy xAsiovc’ 
y iy , 4 5 Mor victory ale . } g : 
igymar éeoido. a prayer for victory also sometimes occurs: yoaie’ EAixoBAtpuge, yau- 
xupecidsys, Dds 0 tv ayavs vinny Taide Pégeoboi, Hymn vi. 19. aoe 
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18th of the Homeric hymns, the short one to Hermes, which has been 
abridged from the long one for this purpose. 

With the actual ceremonies of the divine worship these hymns had 
evidently no immediate connexion. Unlike the lyric and choral songs, 
they were sung neither on the procession to the tenaple (roy), nor at 
the sacrifice (§voia), nor at the libation (o7ovd/), with which the 
public prayers for the people were usually connected; they had only a 
general reference to the god as patron of a festival, to which a contest 
of rhapsodists or poets had heen appended. One hymn alone, the 
eighth to Ares, is not a proemium, but a prayer to the god: in this, 
however, the entire tone, the numerous invocations and epithets, are so 
different from the Homeric, that this hymn has been with reason re- 
ferred to a much later period, and has been classed with the Orphic 
compositions*. 

§ 2. But although these procemia were not immediately connected 
with the service of the gods, and although a poet might have prefixed 
an invocation of this kind to an epic composition recited by him alone, 
without a rival, in any meeting of idle persons}, yet we may perceive 
from them how many and different sacred festivals in Greece were at- 
tended by rhapsodists. Thus it is quite clear that the two hymns to 
Apollo were sung, the one at the festival of the nativity of the god in 
the island of Delos, the other at that of the slaying of the dragon at Pytho ; 
that the hymn to Demeter was recited at the Eleusinia, where musical con- 
tests were also customary ; and that contests of rhapsodists were connected 
with the festivals of Aphrodite j, particularly at Salamis in Cyprus§, from 
which island we have also seen a considerable epic poem proceed. 
The short hymn to Artemis, which describes her wanderings from the 
river Meles at Smyrna to the island of Claros (where her brother Apollo 
awaits her) ||, appears also to have been recited at a musical contest, 
which was connected with the festival of these two deities in the re- 
nowned sanctuary of Claros, near Colophon. Festivals in honour of the 
Magna Mater of Phrygia may have likewise been celebrated in the 
towns of Asia Minor, also accompanied with contests of rhapsodists. 

That these procemia were composed by rhapsodists of Asia Minor, 
nearly the same as those who were concerned in the Homeric cycle, 
and not by minstrels of the school of Hesiod, is proved by the fact that 
we find among them no hymn to the Muses, with whom the poet of 


* Ares is in this hymn, viii. 7, 10, also considered as the planet of the same 
name: the hymn, therefore, belongs to a time when Chaldaean: astrology had been 
diffused in Greece. The contest for which the aid of Ares is implored is a purely 
mental one, with the passions, and the hymn isin fact philosophical rather than 
Orphic. 

+ For example, in a 247, a house of public resort, where strangers found an 
abode, Homer, according to Pseudo-Herodutus, sang many poetical pieces in 
places of this description, 

{ Hymn vi. 19. § Hymn x, 4. Comp. ch. 6. 9 4. || Hymn ix. 3, seg, 
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the Theogony as he himself says, began and ended his strains*. One 
short hymn however, formed of verses borrowed from the Theogony, has 
found its way into this miscellaneous collectiont. By a similar argu- 
ment we may refute the opinion that these hymns were exclusively the 
work of the Homerids, that is, the house of Chios: these, as we know 
from the testimony of Pindar, were accustomed to commence with an 
invocation to Zeus; while our collection only contains one very small 
and unimportant proceemium to this god f. 

Whether any of the preludes which Terpander, the Lesbian poet and 
musician, employed in his musical recitation of Homer§ have been 
preserved in the present collection, must remain a doubtful question : 
it seems however probable that those hymns, composed for an accom- 
paniment of the cithara, must have had a different tone and character. 

Moreover, these hymns exhibit such a diversity of language and 
poetical tone, that in all probability they contain fragments from every 
century between the time of Homer and the Persian war. Several, as 
for instance that to the Dioscuri, show the transition to the Orphie 
poetry, and several refer to local worships, which are entirely un- 
known to us, as the one to Selene, which celebrates her daughter by 
Zeus, the goddess Pandia, shining forth amongst the immortals ; of 
whom we can now only conjecture that the Athenian festival of Pandia 
was dedicated to her. 

§ 3. We will now endeavour to illustrate these general remarks by 
some special explanations of the five longer hymns. The hymn to the 
Dextan APOLLo is (as has been already stated) || ascribed by Thucydides 
to Homer himself ; and is, doubtless, the production of a Homerid of 
Chios, who, at the end of the poem, calls himself the blind poet who 
lived on the rocky Chios. But the notion that this poet was Cinethus, 
who did not live till the 69th Olympiad4], appears only to have 
originated from the circumstance that he was the most celebrated of 
the Homerids. If any one of these hymns comes near to the age of 
Homer, it is this one; and it is much to be lamented that a large 
portion of it has been lost**, which contained the beginning of the 
narration, the true ground of the wanderings of Latona. We can only 
conjecture that this was the announcement, probably made by Here, 
that Latona would produce a terrible and mighty son: of which 
a contradiction is meant to be implied in Apollo’s first words, where he 
calls the cithara his favourite instrument, as well as the bow, and 


* Theogon. 48. Endings of this kind, called by the gra lans iy 
ane mentioned 7 Homeric hymns, xxi. 4, ant Sxsivollh aaa Bein 
oe ably one of them. Comp. Theognis, v. i. (925), Apollon. Rhod. 


+ See Hymn xxv. and Theog. 94—7, { Hymn xxiii. 


x + 
§ Plutarch de Musica, c. 4, 6; and above, chap. iv. § 3 (p. 34). 
|| Above, chap. v. § 1 (p. 42), 


S| Schol. Pind. Nem. ii. 1. ** Hymn i. 30. 
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declares his chief office to be the promulgation of the councils of Zeus*. 
The entire fable of the birth of Apollo is treated so as to give great honour 
to the island of Delos, which alone takes pity on Latona, and dares to 
offer her an asylum; the fittest subject of a hymn for the joyful spring 
festival, to which the lonians flocked together from far and wide on 
their pilgrimage to the holy island. 

§ 4. The hymn to the Pyrnian Apotto is a most interesting record 
of the ancient mythus of Apollo in the district of Pytho. It belongs 
to a time when the Pythian sanctuary wis still in the territory of Crissa : 
of the hostility between the Pythian priests and the Crisseans, which 
afterwards led to the war of the Amphictyons against the city of 
Crissa (in Olymp. 47.), there is no trace ; a passage of the hymn also 
shows that horse-racest had not as yet been introduced at the Pythian 
games, which began immediately after the Crissean war: the ancient 
Pythian contests had been confined to music. The following is the 
connexion of this hymn. Apollo descends from Olympus in order to 
found a temple for himself; and while he is seeking a site for it in 
Beeotia, he is recommended by a water-goddess, Tilphussa or Delphussa, 
to place it in the territory of Crissa in the ravine of Parnassus: her ad- 
vice being prompted by the malicious hope that a dangerous serpent, 
which abode there, would destroy the youthful god. Apollo accepts 
her counsel, but frustrates her intent: he founds his temple in this 
solitary glen, slays the dragon, and then punishes Tilphussa by stopping 
up her fountain{. Apollo then procures priests for the new sanctuary, 
Cretan men, whom he, in the form of a dolphin, brings to Crissa, and 
consecrates as the sacrificers and guardians of his sanctuary. 

§ 5. The hymn to Hermes has a character very different from the 
others; which is the reason why modern critics have taken greater 
liberties with it in the rejection of verses supposed to be spurious. With 
that lively simplicity which gives an air of credibility to the most 
marvellous incidents, it relates how Hermes, begotten by Zeus in 
secret, is able, when only a new-born child, to leave the cradle in 
which his mother believed him to be safely concealed, in order to steal 
Apollo's cattle from the pastures of the gods in Pieria. The miraculous 
child succeeds in driving them away, using various contrivances for con- 
cealing his traces, to a grotto near Pylos, and slays them there, with all 
the skill of the niost experienced slaughterer of victims. At the same time 
he had made the first lyre out of a tortoise which had fallen in his way on 
his first going out; and with this he pacifies Apollo, who had at length, 


* ly or xibcpis Te olan na) HOLT UPL roku, 
gopnow DF avboaroms Aros VNLEoT ie Bovaryy.—Hymn. Del. Ap. 131—2. 
+ Hymn ii. 84, 199, where the noise of horses and chariots is given as a reason 
why the place is not fitted for a temple of Apollo. 
t It is not necessary to the right comprehension of this hymn to explain the 
obscurer connexion of this mythus with the worship of a Demeter Tilphossea, or 
Erinnys, hostile to Apollo. 
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by means of his power of divination, succeeded in discovering the thief ; 
so that the two sons of Zeus form at the end the closest intimacy, after an 
interchange of their respective gifts. This story is narrated ina light and 
pointed style, the poet seems to aim at rapid transitions, and especially at 
the beginning he indicates the marvellous exploits of Hermes in an enig- 
matic manner; thus he says that “ Hermes, by finding a tortoise, had 
gained unspeakable wealth: he had in truth known how to make the 
tortoise musical.*” This style is evidently far removed from the genuine 
Homeric tone; although some instances of this arch simplicity occur 
both in the Hiad and Odyssey, and the story of the loves of Ares and 
Aphrodite, in the Odyssey, appears to belong to nearly the same class of 
compositions as this hymn. But a considerably later age is indicated 
by the circumstance that the lyre or the cithara—for the poet treats 
these two instruments as identical, though distinguished in more precise 
language—is described as having been at the very first provided with 
seven stringst; yet the words of Terpander are still extant in which 
he boasts of having introduced the seven-stringed cithara in the 
place of the four-stringed{. Hence it is plain that this poem could not 
have been composed till some time after the 30th Olynapiad, perhaps 
even by a poet of the Lesbian school, which had at that time spread to 
Peloponnesus§. 

§ 6. The hymn to ApHropiTe relates how this goddess (who sub- 
jects all the gods to her power, three only excepted) is, according to 
the will of Zeus himself, vanquished by love for Anchises of Troy, and 
meets him in the form of a Phrygian princess by the herds on Mount 
Ida, At her departure she appears to him in divine majesty, and an- 
nounces to him the birth of a son, named Aineas, who will come to 
reign himself, and after him his family, over the Trojans||. It is an 
obvious conjecture that this hymn (the tone and expression of which 
have much of the genuine Homer) was sung in honour of princes of 
the family of Aineas, in some town of the range of Ida, where the same 
line continued to reign even until the Peloponnesian war. 

§ 7. The hymn to Demerenr is chiefly intended to celebrate the 
sojourning of this goddess among the Eleusinians. Demeter is seeking 
for her daughter, who has been carried away by Hades, until she learns 
from the god of the sun that the god of the infernal regions is the 
ravisher. She then dwells among the Eleusinians, who have hospitably 
received her, as the old attendant of Demophoon, until her divinity 
becomes evident; upon which the Eleusinians build her a temple. In 
this she conceals herself as a wrathful deity, and withholds her gifts from 

* Hymn iii. v. 24, 25, &c. deus ails 

t Euclides Introduct. Harmon. in Meibomius, Script. Mus. p. 19. 


§ We know that the Lesbian lyric poet Aleeus treated the mythus of the birth of 
Hermes and the robbery of the cattle in a very similar manner, but of course in a 
lyric form.—See below, Chap. xiii. § 25, 

|| Hymn iv. 196, seg. Compare Iliad, xx. 307, 
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mankind, until Zeus brings about an agreement that Cora shall be 
restored to her for two-thirds of the year, and shall only remain one- 
third of the year with Hades*. United again with her daughter, she 
instructs her hosts, the Eleusinians, in return for their hospitality, in her 
sacred orgies. 

Even if this hymn did not directly invite persons to the celebration of 
the Eleusinia, and to a participation in its initiatory rites, by calling 
those blessed who had seen them, and announcing an unhappy lot in 
the infernal regions to those who had taken no part in them; yet we 
could not fail to recognise the hand of an Attic bard, well versed in the 
festival and its ceremonies, even in many expressions which have an 
Attic and local colour. The ancient sacred legend of the Eleusinians 
lies here before us in its pure and unadulterated form; so far as it can 
be clothed with an epic garb in a manner agreeable to a refined taste. 
We may hence infer the value of this hymn (which was not discovered 
till the last century, and of which a part is lost) for the history of the 
Greek religion. 


CHAPTER VIII. 


§ 1. Circumstances of Hesiod’s Life, and general character of his Poetry.—§ 2. 
The Works and Days, the Poem on Divination, and the Lessons of Chiron.— 
§ 3. The Theogony.—§ 4. The Great Eoie, the Catalogues of Women, the Me- 
lampodia, the AZgimius.—§ 5. The Marriage of Ceyx, the Epithalamium of 
Peleus and Thetis, the Descent of Theseus aud Pirithous into Hell, the Shield of 
Hercules. 


§ 1. Wutte the fairest growth of the Grecian heroic poetry was 
flourishing under favourable circumstances upon the coast of Asia 
Minor in the AZolic and Ionic colonies, the mother-country of Greece, 
and especially Boeotia, to which we are now to direct our attention, were 
not so happily situated. In that country, already thickly peopled with 
Greek tribes, and divided into numerous smal] states, the migrations 
with which the heroic age of Greece terminated necessarily produced a 
state of lasting confusion and strife, sometimes even reaching into the 
interior of single families. It was only on the coast of Asia Minor that 
the conquerors could find a wide and open field for their enterprises ; 
this country was still for the most part virgin soil to the Greek settlers, 
and its native inhabitants of barbarous descent offered no very obstinate 
resistance to the colonists. Hence likewise it came to pass that of the 
JEolic Beeotians, who after the Trojan war emigrated from Thessaliotis, 
and obtained the sovereignty of Botia, a considerable number imme- 

* This depends on the Athenian festival cycle. At the Thesmophoria, the 
festival of sowing, Cora is supposed to descend beneath the earth; on the Anthes- 


teria, the festival of the first bloom of spriny, exactly four months afterwards, she 
is supposed to reascend from the infernal regions, 
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diately quitted this narrow territory, and joined the Achzans, who, just 
at this time, having been driven from Peloponnesus, were sailing to 
Lesbos, Tenedos, and the opposite shores of Asia Minor, there to found 
the colonies in which the name of AZolians subsequently preponderated 
over that of Achwans, and became the collective denomination. As 
new cities and states rose up and flourished in these regions of Asia 
Minor, which were moreover founded and governed by descendants of 
the most renowned princes of the heroic age, a free scope was given 
to the genius of poetry, and a bright and poetical view of man’s destiny 
was naturally produced. But in Boeotia a comparison of the present 
with the past gave rise to a different feeling. In the place of the races 
celebrated ini numerous legends, the Cadmeans and M:nyans, who were 
the early occupants of Thebes and Orchomenos, had succeeded the 
Aolic Boeotians, whose native mythology appears meagre and scanty 
as compared with that of the other tribes. It is true that the Homeric 
bards allowed themselves to be so far influenced by the impressions of 
the present as to introduce the heroes of these Boeotians, and not the 
Cadmeans, as taking a part in the expedition against Troy. But how 
little of real individual character and of poetic truth is there in Peneleus 
and Leitus, when compared with the leaders of the Achzean bands from 
Peloponnesus and Thessaly! The events of Greek history have, though 
not always, yet in most cases, verified the promises of their early le- 
gends; and thus we find the Bceotians always remaining .a vigorous, 
hardy race, whose mind can never soar far above the range of bodily 
existence, and whose cares are for the most part limited to the supply of 
their immediate wants—equally removed from the proud aspirings of 
the Doric spirit, which subjected all things within its reach to the influ- 
ence of certain deeply implanted notions, and from the liveliness and 
fine susceptibility of the Ionic character, which received all impressions 
with a fond and impassioned interest. But, even in this torpid and ob 

scure condition of Baeotian existence, some stars of the first magnitude 
appear, as brilliant in politics as in art—Pindar, Epaminondas, and 
before them Heston, with the other distinguished poets who wrote under 
his name. 

‘But Hesiod, although a poet of very considerable power, was yet 
a true child of his nation and his times. His poetry is a faithful 
transcript of the whole condition of Beeotian life; and we may, on the 
other hand, complete our notions of Boeotian life from his poetry. If, 
before we proceed to examine each separate poem in detail, we first 
state our general impression of the whole, and compare it with that 
which we receive from the Homeric poems, we shall find throughout the 
writings of Hesiod (as well in the complete ones as in those which we 
can only judge by fragments) that we miss the powerful sway of a 
youthful fancy, which in every part of the poems of Homer sheds an 
expression of bright and inexhaustible enjoyment, which lights up the 
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sublime images of a heroic age, and moulds them into forms of. sur- 
passing beauty. That abandonment of the thoughts, with heartfelt 
Joy and satisfaction, to a flow of poetical images, such as came crowding: 
on the mind of Homer—how different is this from the manner of Hesiod! 
His poetry appears to struggle to emerge out of the narrow bounds of 
common life, which he strives to ennoble and to render more endurable. 
Regarding with a melancholy feeling the destiny of the human race, 
and the corruption of a social condition which has destroyed all serene 
enjoyment, the poet seeks either to disseminate knowledge by which 
life may be improved, or to diffuse certain religious notions as to the 
influence of a superior destiny, which may tend to produce a patient 
resignation to its inevitable evils. At one time he gives us lessons of civil 
and domestic wisdom, whereby order may be restored to a disturbed com- 
monwealth or an ill-regulated household; at another, he seeks to reduce 
the bewildering and endless variety of stories about the gods to a 
connected system, in which each deity has his appointed place. Then 
again the poet of this school seeks to distribute the heroic legends 
into large masses; and, by finding certain links which bind them all 
together, to make them more clear and comprehensible. Nowhere does 
the poetry appear as the sole aim of the poet's mind, to which he de- 
votes himself without reserve, and to which all his thoughts are directed. 
Practical interests are, in a certain sense, everywhere intermixed. It 
cannot be denied that the poetry, as such, must thus lose much of 
its peculiar merit ; but this loss is, to a certain extent, compensated by 
the beneficent and useful tendency of the composition. 

This view of the poetry of Hesiod agrees entirely with the description 
which he has given of the manner of his first being called to the office 
of a poet. The account of this in the introduction to the Theogony 
(vy. 1—35) must be a very ancient tradition, as it is also alluded to in 
the Works and Days (v. 659). The Muses, whose dwelling, according 
to the commonly received belief of the Greeks, was Olympus in Pieria, 
are yet accustomed (so says the Beeotian poet) to visit Helicon, which 
was also sacred to them. Then, having bathed in one of their holy 
springs, and having led their dances upon the top of H elicon, they go at 
night through the adjacent country, singing the great gods of Olympus, as 
well as the primitive deities of the universe. In one of these excursions 
they encountered Hesiod, who was watching his flocks by night in a 
valley at the foot of Helicon. Here they bestowed upon him the gift of 
poetry, having first addressed him in these words: “ Ye country shep- 
herds, worthless wretches, mere slaves of the belly! although we often 
tell falsehoods and pretend that they are true, yet we can tell truth when 
it pleases us.” 

After these words, the Muses immediately consecrated Hesiod to their 
service by offering him a laurel branch, which the Beeotian minstrels 
always carried in their hand during the recitation of poetry. There is 
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something very remarkable in this address of the Muses. In the first 
place, it represents poetical genius as a free gift of the Muses, imparted to 
a rough, unlettered man, and awakening him from his brutish condition 
to a better life. Secondly, this gift of the Muses is to be dedicated to 
the diffusion of truth; by which the poet means to indicate the serious 
object and character of his theogonic and ethical poetry ; Be: without an 
implied censure of other poems which admitted of an easier and freer 
play of fancy. 

But, beautiful and significant as this story is, it is clear that the poetry 
of Hesiod can in nowise be regarded as the product of an inspiration 
which comes like a divine gift from above; it must have been connected 
both with earlier and with contemporary forms of epic composition. We 
have seen that the worship of the Muses was of old standing in these 
districts, whither it had been brought by the Pierian tribes from the 
neighbourhood of Olympus ; and with this worship the practice of music 
and poetry was most closely connected*. This poetry consisted chiefly 
of songs and hymns to the gods, for which Baeotia, so rich in ancient 
temples, symbolical rites of worship, and festival ceremonies, offered 
frequent opportunities. 

Ascra itself, according to epic poems quoted by Pausanias, was 
founded by the Aloids, who were Pierian heroes, and first sacrificed to 
the Muses upon mount Helicon. That Hesiod dwelt at Ascra rests upon 
his own testimony in the Works and Days (v. 640) ; and this statement 
is confirmed in a remarkable manner by other historical accounts, for 
which we are indebted to the Bceotian writer, Plutarch. Ascra had, at 
an early period, been destroyed by the neighbouring and powerful race 
of Thespians, and the Orchomenians had received the fugitive Ascraeans 
into their city: the oracle then commanded that the bones of Hesiod 
should be transferred to Orchomenus, and, when what were held to be 
the remains of the poet were discovered, a monument was erected to 
him at Orchomenus, upon which was written an inscription, composed by 
the Boeotian epic poet Chersias, describing him as the wisest of all poets. 

On the other hand, the intercourse which subsisted between the 
Beeotians and their kinsmen on the Kolic coast of Asia Minor, and the 
flight which poetry had taken in those countries, probably contributed 
to stimulate the Bceotian poets to new productions. There is no reason 
to doubt the testimony of the author of the Works and Days (v. 636), 
that his father came from Cyme in Bolis to Ascra: the motive which 
brought him thither was doubtless the recollection of the ancient affinity 
between the AZolic settlers and this race of the mother-country ; a recol- 
lection which was still alive at the time of the Peloponnesian war bs 
The father of the poet is not stated to be a Cymean bard; but is de- 
scribed as a mariner, who, after repeated voyages from Cyme, had at 
length taken up his abode at Ascra; yet it must have been by settlers 


* Above, chap. iii. § 8, 9. + See Thucyd, iii. 2; vii. 57; viii. 100. 
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such as this that the faine of the heroic poetry, which at that time was 
flourishing inthe colonies, must have been spread over the mother country. 
The ancieuts have eagerly seized upon this point of union in the two 
schools of poetry, in order to prove that a near relationship existed 
between Homer and Hesiod. The logographers (or historians before 
Herodotus)—as Hellanicus, Pherecydes, and Damastes—have combined 
various names handed down by tradition into comprehensive genealogies, 
in which it appears that the two poets were descended from a common 
ancestor: for example, that Apellis (also called Apelles, or Apelleus) 
had two sons—Meon, the supposed father of Homer, and Dius, who, 
according to an ancient but justly rejected interpretation of a verse in 
the Works and Days, was made the father of Hesiod*. 

But it is not our intention to support the opinion that the poetry of 
Hesiod was merely an offset from the !!omeric stock transplanted to 
Beeotia, or that it is indebted to the Homeric poems either for its dialect, 
versification, or character of style. On the contrary, the most generally re- 
ceived opinion of antiquity assigns Hesiod and Homer to the same period ; 
thus Herodotus makes them both about four centuries earlier than his own 
time +: in such cases, too, Hesiod is commonly named before Homer, as, 
for instance, in this passage of Herodotus. As far as we know, it was first 
maintained by Xenophanes of Colophon { that Hesiod was later thau 
Homer; on the other hand, Ephorus, the historian of Cyme, and many 
others, have endeavoured to prove the higher antiquity of Hesiod. At 
any rate, therefore, the Greeks of those times did not consider that 
Fomer had formed the epic language in Ionia, and that Hesiod had 
borrowed it, and only transferred it to other subjects. They must 
have entertained the opinion (which has been confirmed by the re- 
searches of our own time), that this epic dialect had already become the 
language of refinement and poetry in the mother-country before the 
colonies of Asia Minor were founded. Moreover, this dialect is only 
identical in the two schools of poetry so far as its general features are 
concerned. Many differences occur in particular points: and it can be 
proved that. this ancient poetical language among the Beeotian tribe 
adopted many features of the native dialect, which was an olism 
approaching nearly to the Doric§. Neither does it appear that the 
phrascs, epithets, and proverbial expressions common to both poets were 

a AEE "Epydéev, Tigan, Alay ykvos, fu. 53 

+ In Gellins, Noct. Att. ii, 17. Kenophanes, the founder of the Eleatic school of 
philosophy, who flourished about the 70th Olympiad, was also an epic poet, and 
may perhaps, in his zrisss Korspaves, have tuund many opportunities of speaking of 
Homer, whom the Colophouians claimed as a countryman, See above, p, 43 
(chap. v. § 2). 

§& Thus Hesiod often shortens the ending as in the accusative plural of the first 
deciension, like Aleman, Stesichorus, and Kpicharwus. it has indeed been observed 
that it only occurs long where the syllavle is in the aisis, or where it 1s lengthened 
by position. On the whole, there is in Hesiod a greaicr tendency to shorter, often 
$o contracted forms; while Homer's ear appears to have found peculiar delight io 


the multiplication of vowel syllables, 
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supposed by the ancient Greeks to have been borrowed by one from 
the other: in general, too, they have the appearance of being separately 
derived from the common source of an earlier poetry; and in Hesiod 
especially, if we may judge from statements of the ancients, and from the 
tone of his language, sayings and idioms of the highest antiquity are 
preserved in all their original purity and simplicity*. 

The opinion that Hesiod received the form of his poetry from Homer 
cannot, moreover, well be reconciled with the wide difference which ap- 
pears in the spirit and character of the two styles of epic poetry. Besides 
what we have already remarked upon this subject, we will notice one 
point which shows distinctly how little Hesiod allowed himself to be 
governed by rules derived from Homer The Homeric poems, among 
all the forms in which poetry can appear, possess in the greatest degree 
what in modern times is called objectivity; that is, a complete aban- 
donment of the mind to the object, without any intervening conscious- 
ness of the situation or circumstances of the szbyject, or the individual 
himself. Homer’s mind moves in a world of lofty thoughts and ener- 
getic actions, far removed from the wants and necessities of the present. 
There can be no doubt that this is the noblest and most perfect style of 
composition, and the best adapted to epic poetry. Hesiod, however, 
never soars to this height. He prefers to show us his own domestic 
life, and to make us feel its wants and privations. It would doubtless 
be an erroneous transfer of the manners of later poets to this primi- 
tive age, if we regarded Hesiod’s accounts of his own life as mere 
fictions used as a vehicle for his poetic conceptions. Moreover, 
the tone in which he addresses his brother Perses has all the frank- 
ness and natveté of reality; and, indeed, the whole arrangement of 
the poem of the Works and Days is unintelligible, unless we conceive 
it as founded on a real event, such as the poet describes. 

§ 2. This poem (which alone, according to Pausanias, the Beotians 
hold to be a genuine work of Hesiod, and with which, therefore, we 
may properly begin the examination of the several works of this school) 
is so entirely occupied with the events of common life, that the author 
would not seem to have been a poet by profession, as Homer was de- 

% Pease: Ninyle ay a ae Pe te H t 2! ” 
CoB, wan atiptbuted’ te evitheue oF cst tees cant aa eae 
fabulous times. (See Aristotle in Plutarch. Theseus, c.3.) The meaning, ancinier 
OR le bate ee be surely agreed on with a friend.” Homer has 
p. 164, Engl, Hs) io Wewine ike ciaase oh Ponce sare un fe 
4 Fig) wirend (Theog. 35), is doubtless derived from the highest antiquity ¢ tig 
connected with the Homeric, 0b wey ras voy tory ano deuds oud ard mETens Ta bagige~ 
peves, and On yap aro dguds toot wadaiperov ous ard aerens. ‘The oak and the rock 
here represent the simple country life of the Greek autochthons, who thought that 
they had sprung from their mountains and woods, and whose Higashi dwelt 
only upon these ideas, in primtitive innocence and familiarity. These words 
with which Hesiod breaks off his description of the scene of the shepherds 


sleeping with their flocks, sound just like a saying of the anci ae pe 
among the Pelasgians, (Above, p. 27-—8.) ed Fea ae geet 
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scribed by the ancients, but some Beeotian husbandman, whose mind 
had been so forcibly moved by peculiar circumstances as to give a 
poetical tone to the whole course of his thoughts and feelings. The 
father of Hesiod, as was before mentioned, had settled at Ascra as a 
farmer; and although he found the situation disadvantageous, from 
its great heat in summer and its storminess in winter, yet he had 
left a considerable property to his two sons, Hesiod and a younger 
brother, Perses. The brothers divided the inheritance ; and Perses, by 
means of bribes to the kings (who at this time alone exercised the office 
of judge), contrived to defraud his elder brother. But Perses showed a 
disposition which in later times became more and more common among 
the Greeks: he chose rather to listen to lawsuits in the market-place, 
and to contrive legal quibbles by which he might defraud others of their 
property, than to follow the plough. Hence it came to pass that his 
inheritance, probably with the help of a foolish wife, was soon dissipated ; 
and he threatened to commence a new suit against his elder brother, in 
order to dispute the possession of that small poruon or their tather’s 
land which had been alloited to him. ‘The peculiar situation in which 
Hesiod was thus placed called forth the following expression of his 
thoughts. We give only the principal heads, in order to point out their 
reference to the circumstances of the poet*. 

“'There are two kinds of contention” (the poet begins by saying), 
“the one blameable and hateful, the strife of war and litigation; the 
other beneficial and praiseworthy, the competition of mechanics and 
artists. Avoid the first, O Perses; and strive not again through the 
injustice of the judges to wrest from me my own; keep rather to the 
works of honest industry. For the gods sent toil and misery among 
men, when they punished Prometheus for stealing fire from heaven by 
sending Pandora to Epimetheus, from whose box all evils were spread 
among mankind. We are now in the fifth age of the world, the age of 
iron, in which man must perpetually contend with want and trouble. 
J will now relate to the judges the fable of the hawk which killed 
the nightingale heedless of her song. The city where justice is 
practised will alone flourish under the protection of the gods. But to 
the city where wicked deeds are done, Zeus sends famine and plague. 
Know, ye judges, that ye are watched by myriads of Jove’s immortal 
spirits, and his own all-seeing eye is upon you. To the brutes have the 
gods given the law of force—to men the law of justice. Excellence is 
not to be acquired, O Perses, except by the sweat of thy brow. Labour 
is pleasing to the gods, and brings no shame: honest industry alone 
gives lasting satisfaction. Beware of wrongful acts; honour the gods ; 
hold fast good friends and good neighbours; be not misled by an im- 


* I pass over the short prowmium to Zeus, as it was rejected by most of the 
ancient crities, and probably was only one of the introductory strains which the 
Hesiodean rhapsodists could prefix to the Works and Days. 
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provident wife ; and provide yourself with a plentiful, but not too nume- 
rous an offspring, and you will be blessed with prosperity.” 

With these and similar rules of economy (of which many are, perhaps, 
rather adapted to the wants of daily life than noble and elevated) the first 
part of the poem concludes ; its object being to improve the character and 
habits of Perses, to deter him from seeking riches by litigation, and to 
incite him to a life of labour as the only source of permanent prosperity. 
Mythical narratives, fables, descriptions, and moral apophthegms, partly 
of a proverbial kind, are ingeniously chosen and combined so as to 
illustrate and enforce the principal idea. 

Tn the second part, Hesiod shows Perses the succession in which his 
labours must follow if he determines to lead a life of industry. Observing 
the natural order of the seasons, he begins with the time of ploughing 
and sowing, and treats of the implements used in these processes, the 
plough and the beasts which draw it. He then proceeds to show how 
a prudent husbandman may employ the winter at home, when the 
iabours of the field are at a stand; adding a description of the storms 
and cold of a Bceotian winter, which several modern critics have 
(though probably without sufficient ground) considered as exaggerated, 
and have therefore doubted its genuineness. With the first appearance 
of spring follows the dressing and cutting of the vines, and, at the rismg 
of the Pleiades (in the first half of our May), the reaping of the grain. 
The poet then tells us how the hottest season should be employed, when 
the corn is threshed. The vintage, which immediately precedes the 
ploughing, concludes the circle of these rural occupations. 

But as the poet’s object was not to describe the charms of a country 
life, but to teach all the means of honest gain which were then open to 
the Ascrean countryman, he next proceeds, after having competed the 
subject of husbandry, to treat with equal detail that of navigation. 
Here we perceive how, in the time of Hesiod, the Boeotian farmer 
himself shipped the overplus of his corn and wine, and transported it 
to countries where these products were less abundant. If the poet had 
had any other kind of trade in view, he would have been more explicit 
upon the subject of the goods to be exported, and would haye stated how a 
husbindman like Perses was to procure them. Hesiod recommends for 
a voyage of this kind the late part of the summer, on the 50th day after 
the summer solstice, when there was no work to be done in the field, 
and when the weather in the Greek seas is the most certain. 

All these precepts relating to the works of industry interrupt, some- 
what suddenly, the succession of economical rules for the management 
of afamily*. The poet now speaks of the time of life when a man 


* It would be a great improvement if the verses relating to marriage (697—705 
ed, Gottling’) could be placed before Movvoysvas 3: acis elm (376), Then all the pru- 
dential maxims relating to neighbours, friends, wife, and children, would be 
explained before the labours of agriculture, and the subsequent rules of domestic 
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should take a wife, and how he should look-out for her. He then 
especially recommends to all to bear in mind that the immortal gods 
watch over the actions of men; in all intercourse with others to keep 
the tongue from idle and provoking words ; and to preserve a certain 
purity and care in the commonest occurrences of every-day life. At 
the same time he gives many curious precepts, which resemble 
sacerdotal rules, with respect to the decorum to be observed in acts of 
worship, and, moreover, have much in common with the symbolic rules 
of the Pythagoreans, which ascribed a deep and spiritual import to 
many unimportant acts of common life. 

Of a very similar nature is the last part of this poem, which treats of 
the days on which it is expedient or inexpedient to do this or that busi- 
ness. These precepts, which do not relate to particular seasons of the 
year, but to the course of each lunar month, are exclusively of a super- 
stitious character, and are in great part connected with the different 
worships which were celebrated upon these days: but our knowledge is far 
too insufficient to explain them all*. 

If we regard the connexion of this poem, as indicated by the heads 
which we have mentioned, it must be confessed that the whole is 
perfectly adapted to the circumstances of the case ; and conformable to 
the poet’s view of turning his brother Perses from his scheme of enrich- 
ing himself by unjust lawsuits, and of stimulating him to a life of ja- 
borious husbandry. On the other hand, it cannot be denied that the 
poet has failed in producing so perfect an agreement of the several 
members of his work, that by their combination they form, as it were, 
one body. Indeed, the separate parts have often very little connexion 
with each other, and are only introduced by announcements such 
as these, “ Now, if thou wilt, I will tell another story;” or, ‘‘ Now [ will 
relate a fable to the kings,’ &c. This plainly shows much less art in 
composition than is displayed in the Homeric poems; the reason of 
which was the far greater difficulty which must have been felt at that 
time of forming general reflections upon life into a connected whole, 
than of relating a great heroic event. 

Yet in the general tone of the poem, and in the sentiments which it 
displays, a sufficient uniformity is not wanting. We feel, as we read it, 
that we are transported back to an age of primitive simplicity, in which 
even the wealthy man does not disdain to increase his means by the 
labour of his own hands; and an attention to economical cares was not 
considered ignoble, as it was among the later Greeks, who from hus- 
bandmen became mere politicians. A coarse vein of homely good 


* On the seventh day the poet himself remarks the connexion with Apollo. The 
rergxs of the beginning and ending of the month is a day on which evils are to be 
feared: it was considered as the birthday of the toil-worn Hercules. On the 17th 
the corn is to be brought to the threshing floor: the 17th of Boédromion was the 
sacrificial day of Demeter and Cora at Athens (Boeckh, Corp. Inseript. Gr. No. 523°, 
and a great day of the Eleusinia. 
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sense, nay, even a dash of interested calculating shrewdness, which 
were deeply rooted in the Greek character, are combined with 
honourable principles of justice, expressed in nervous apophthegms 
and striking images. When we consider that the poet was brought 
up in these hereditary maxims of wisdom, and moreover that he was 
deeply convinced of the necessity of a life of laborious exertion, we 
shall easily comprehend how strongly an event such as that in which 
he was concerned with his brother Perses was calculated to strike 
his mind; and fiom the contrast which it offered to his convictious, 
to induce him to make a connected exposition of them in a poem. 
This brings us to the true source of the Didactic Epos, which never 
can proceed from a mere desire to instruct; a desire which has no 
connexion with poetry. Genuine didactic poetry always proceeds 
from some great and powerful idea, which has something so absorbing 
and attractive that the mind strives to give expression to it. In the Works 
and Days this fundamental idea is distinctly perceptible ; the decrees 
and institutions of the gods protect justice among men, they have made 
labour the only road to prosperity, and have so ordered the year that 
every work has its appointed season, the sign of which is discernible by 
man. In announcing these immutable ordinances and eternal laws, 
the poet himself is impressed with a lofty and solemn feeling, which 
manifests itself in a sort of oracular tone, and in the sacerdotal style 
with which many exhortations and precepts are delivered*. We have 
remarked this priestly character in the concluding part of the poem, 
and it was not unnatural that many in antiquity should annex to the 
last verse, “‘ Observing the omens of birds, and avoiding transgressions,” 
another didactic epic poem of the same school of poetry upon divination t. 
It is stated that this poem treated chiefly of the flight and cries of 
birds; and it agrees with this statement, that Hesiod, according to 
Pausanias, learned divination among the Acarnanians : the Acarnanian 
families of diviners deriving their descent from Melampus, whose ears, 
when a boy, were licked by serpents, whereupon he immediately under- 
stood the language of the birds. 

A greater loss than this supplement on divination is another poem 
of the same school, called the Lessons of Chiron (Xeipwvoc trobjKar), 
as this was in some measure a companion or counterpart to the Works 
and Days. For while the extant poem keeps wholly within the circle 
of the yearly occupations of a Boeotian husbandman, the lost one repre- 
sented the wise Centaur, in his grotto upon Mount Pelion, instructing the 
young Achilles in all the knowledge befitting a young prince and hero. 


* We allude particularly to the wiya wai Nigon of Hesiod, and the géya vias 
Kgoive of the Pythia: and to the truly oracular expressions of, the Works and Days, 
as, the “branch of five,” xévrogos, for the “ hand;” the “day-sleeper,” apsgdxoiros 
avig, for the thief, &c.: on which see Gottling’s Hesiod, Pref, p. Xv. 

+ Towra trcyoual rives ray Oovidaeavrsionyy ariva Awodrwyios 6 ‘Podwos &beve7.—Proclus 
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We might not improperly apply to this poem the name of a German 
poem of the middle ages, and call it a Greek Ritterspiegel. 

§ 3. We now follow this school of poetry to the great attempt of 
forming from the Greek legends respecting the gods a connected and 
regular picture of their origin and powers, and in general of the entire 
polytheism of the Greeks. The Theogony of Hesiod is not, indeed, to 
be despised as a poem; besides many singular legends, it contains 
thoughts and descriptions of a lofty and imposing character; but for the 
history of the religious faith of Greece it is a production of the highest 
importance. The notions concerning the gods, their rank, and their affini- 
ties, which had arisen in so much greater variety in the different dis- 
tricts of Greece than in any other country of the ancient world, found 
in the Theogony a test of their general acceptance. Every legend 
which could not be brought into agreement with this poem sank into 
the obscurity of mere local tradition, and lived only in the limited 
sphere of the inhabitants of some Arcadian district, or the ministers 
of some temple, under the form of a strange and marvellous tale, 
which was cherished with the greater fondness because its uncon- 
formity with the received theogony gave it the charm of mystery*. It 
was through Hesiod that Greece first obtained a kind of religious code, 
which, although without external sanctions or priestly guardians and 
interpreters (such as the Vedas had in the Brahmans, and the Zenda- 
vesta in the Magians), must have produced the greatest influence on 
the religious condition of the Greeks ; inasmuch as it impressed upon 
them the necessity of agreement, and as the notions prevalent among 
the most powerful races, and at the most renowned temples, were em- 
bodied by the poet with great skill. Hence Herodotus was justified 
in saying that Hesiod and Homer had made the theogony of the 
Greeks, had assigned the names, offices, and occupations of the gods, 
and had determined their forms. 

According to the religious notions of the Greeks, the deity, who 
governs the world with omnipotence, and guides the destinies of man 
with omniscience, is yet without one attribute, which is the most 
essential to our idea of the godhead—eternity. The gods of the 
Greeks were too closely bound up with the existence of the world 
to be exempt from the law by which large, shapeless masses are de- 
veloped into more and more perfect forms. To the Greeks the gods 
of Olympus were rather the summit and crowning point of organized 
and animate life, than the origin of the universe. Thus Zeus, who 
must be considered as the peculiar deity of the Greeks, was doubtless, 
long before the time of Homer or Hesiod, called Cronion, or Cronides, 

* Numbers of these fables, which cannot be reconciled with the Theogony, were, 
as we know from Pausanias, in currency, especially in Arcadia; but how little should 
we know of them from writers who addressed themselves to the entire nation, The 


Attic tragedians likewise, in their accounts of the affinities of the gods, follow the 
Hesiodean Theogony far more than the local worships and legends of Attica, 
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which, according to the most probable interpretation, means the “ Son 
of the Ancient of Days*;” and, as the ruler of the clear heaven, he was 
derived from Uranus, ov heaven itself. In like manner all the other 
gods were, according to their peculiar attributes and character, con- 
nected with beings and appearances which seemed the most ancient. 
The relation of the primitive and the originating to the recent and 
the derived was always conceived under the form of generation and 
birth—the universe being considered to have a life, like that of animals; 
and hence even heaven and earth were imagined to have an animal 
organization. The idea of creation, of so high antiquity in the east, 
and so early known to the Indians, Persians, and Hebrews, which sup- 
posed the Deity to have formed the world with design, as an earthly 
artificer executes his work, was foreign to the ancient Greeks, and could 
only arise in religions which ascribed a personal existence and an eter- 
nal duration to the godhead. Hence it is clear that theogonies, in the 
widest sense of the word—that is, accounts of the descent of the gods— 
are as old as the Greek religion itself; and, doubtless, the most ancient 
bards would have been induced to adopt and expand such legends in their 
poems. One result of their attempts to classify the theogonic beings, 
is the race of Tita:1s, who were known both to Homer and Hesiod, and 
formed a link between the general personifications of parts of the 
universe and the human forms of the Olympic gods, by whose might 
they were supposed to be hurled into the depths of Tartarus. 

Surrounded as he was by traditions and ancient poems of this kind, it 
would have been impossible for Hesiod (as many moderns have con- 
ceived) to form his entire Theogony upon abstract philosophical prin- 
ciples of his own concerning the powers of matter and mind: if his sys- 
tem had been invented by himself, it would not have met with such 
ready acceptance from succeeding generations. But, on the other hand, 
Hesiod cannot be considered as a mere collector of scattered traditions 
or fragments of earlier poems, which he repeated almost at random, 
without being aware of their hidden connexion: the choice which he 
made among different versions of the same fable, and his skilful arrange- 
ment of the several parts, are of themselves a sufficient proof that he 
was guided by certain fundamental ideas, and that he proceeded upon a 
connected view of the formation of outward nature. 

To make this position more clear, it will perhaps be most advisable 
to illustrate the nature of the primitive beings which, according to the 
Theogony, preceded the race of the Titans; with the view of showing 
the consistency and connexion of Hesiod’s notions: for the rest,a more 
general survey will suffice. 

8 Whatever doubts may exist with regard to the etymology of xedves (whether 
e name comes from xeaive, or is allied with xgév0;), yet everything stated of him 
agrees with this conception, his dominion durmg the golden age, the representation 


of a simple patriarchal life at the festival of the Kpsy,z, Cronus as the ruler of the 
departed heroes, &c. 
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“First of all (the Theogony, strictly so called, begins) was Chaos”* ; 
that is, the abyss, in which all peculiar shape and figure is lost, and of 
which we arrive at the conception by excluding all idea of definite form. 
It is evident, however, that, as Hesiod represents other beings as spring- 
ing out of Chaos, he must have meant by this word not mere empty 
space, but a confused mixture of material atoms, instinct with the prin- 
ciple of life. “ Afterwards arose (that is from Chaos) the wide-bosomed 
Earth, the firm resting-place of all things; and gloomy Twrtara in the 
depth of the Earth; and Eros, the fairest of the immortal gods t.” 
The Earth, the mother of all living things, according to the notion of 
the Greeks and many oriental countries, is conceived to arise out of the 
dark abyss; her foundations are in the depth of night, and her surface 
is the soil upon which light and life exist. Tartara is, as it were, only 
the dark side of the Earth; by which it still remains connected with 
Chaos. As the Earth and Tartara represent the brute matter of Chaos 
in a more perfect form, so in Eros the living spirit appears as the 
principle of all increase and development. It is a lofty conception of 
the poet of the Theogony, to represent the God of Love as proceed- 
ing out of Chaos at the beginning of all things; though probably 
this thought did not originate with him, and had already been expressed 
in ancient hymns to Eros, sung at Thespie. Doubtless it is not an 
accidental coincidence that this city, which was 40 stadia from Ascra, 
should have possessed the most renowned temple of Eros in all Greece ; 
and that in its immediate neighbourhood Hesiod should have given to 
this deity a dignity and importance of which the Homeric poems con- 
tain no trace. But it appears that the poet was satisfied with borrowing 
this thought from the Thespian hymns without applying it in the 
subsequent part of his poem. For although it is doubtless implied that 
all the following marriages and births of the gods spring from the in- 
fluence of Eros, the poet nevertheless omits expressly to mention its 
operation. ‘‘ Out of Chaos came Erebus,’ the darkness in the depths 
of the Earth, “ and black Night,’ the darkness which passes over the 
surface of the Earth. “From the union of Night and Erebus pro- 
ceeded Anther and Day.” It may perhaps appear strange that these 
dark children of Chaos bring forth the ever-shining ther of the 
highest heavens, and the bright daylight of the earth; this, however, 
is only a consequence of the general law of development observed in the 
Theogony, that the dim and shapeless is the prior in point of time ; 
and that the world is perpetually advancing from obscurity to bright- 

* os, literally synonymous with yéeva, chasm. 

+ Plato and Aristotle in their quotations of this passage omit Tartara (also called 
Tartarus); but probably only because it has not so much importance among the 
principa munii as the others. Tartara could also be considered as included under 
the Earth, as it is also called Tégraga yains. But the poet of the Theogony must 
have stated his origin in this place; as lower down he describes Typheus as the 
son of the Eaith and Tartarus. 
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ness. Light bursting from the bosom of darkness is a beautiful image, 
which recurs in the cosmogonies of other ancient nations. “ The Earth 
then first produced the starry heaven, of equal extent with herself, that 
it might cover her all round, so as to be for ever a firm resting-place for 
the gods; and also the far-ranging mountains, the lovely abodes of the 
nymphs.” As the hills are elevations of the Earth, so the Heaven is con- 
ceived as a firmament spread over the Earth, which, according to the 
general notion above stated, would have proceeded, and, as it were, 
grown out of it. At the same time, on account of the various fertilizing 
and animating influences which the Earth receives from the Heaven, the 
Greeks were led to conceive Earth and Heaven as a married pair*, whose 
descendants form in the Theogony a second great generation of deities. 
But another offspring of the Earth is first mentioned. “The Earth 
also bore the roaring swelling sea, the Pontus, without the joys of mar 

riage.” By expressly remarking of Pontus that the Earth produced 
him alone without love, although the other beings just enumerated 
sprung from the Earth singly, the poet meant to indicate his rough 
and unkindly nature. It is the wild, waste salt sea, separated at 
its very origin from the streams and springs of fresh water, which 
supply nourishment to vegetation and to animal life. These are all 
made to descend from Ocean, who is called the eldest of the Titans. 
These, together with the Cyclopes and Hecatoncheires, were produced 
by the union of Earth and Heaven; and it is sufficient here to remark 
of them that the Titans, according to the notions of Hesiod, represent a 
system of things in which elementary beings, natural powers, and notions 
of order and regularity are united into a whole. The Cyclopes de- 
note the transient disturbances of this order by storms, and the Heca- 
toncheires, or the hundred-handed giants, signify the fearful power of 
the greater revolutions of nature. 

The subsequent arrangement of the poem depends on its mixed 
genealogical and narrative character. As soon as a new generation of 
gods is produced, the events are related through which it overcame 
the earlier race and obtained the supremacy. Thus, after the Titans 
and their brethren, the Cyclopes and Hecatoncheires, are enumerated, it 
is related how Cronus deprives his father of the power, by producing 
new beings, of supplanting those already in existence ; whereupon follow 
the races of the other primitive beings, Night and Pontus. Then suc- 
ceed the descendants of the Titans. In speaking of Cronus, the poet 
relates how Zeus was preserved from being devoured by his father, and 
of Tapetus, how his son Prometheus incensed Zeus by coming for- 
ward as the patron of the human race, though not for their benefit. 
Then follows a detailed account of the battle which Zeus and his 
kindred, assisted by the Hecatoncheires, waged against the Titans ; with 


*! The same notion had prevailed, though in a less distinct form, in the early 
religion of outward nature among the Greeks. See above ch. ii. § 4. (p. 14). 
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the description of the dreadful abode of Tartara, in which the Titans 
were imprisoned. This part, it must be confessed, appears to be over- 
loaded by additions of rhapsodists. An afterpiece to the battle of the 
Titans is the rebellion of Typhaus (born of the Earth and Tartara) 
against Zeus. The descendants of Zeus and the Olympian gods, united 
with him, formed the last part of the original Theogony. 
Notwithstanding the great simplicity of this plan, we may yet remark 
a number of refinements which show a maturely considered design on 
the part of the poet. For instance, Hesiod might have connected the 
descendants of Night (born without marriage)* with the children 
which she bore to Erebus, namely Hither and Day+. But he relates 
first the battle of Cronus against Uranus, and the mutilation of the 
latter; whereby the first interruption of the peaceable order of the 
world is caused, and anger and curses, personified by the Furies, are 
introduced into the world. The mutilation, however, of Uranus caused 
the production of the Meliz, or Nymphs of the Ash Trees, that is, the _ 
mightiest productions of vegetation ; the Giants, or most powerful bemgs 
of human form; and the Goddess of Love herself. It is not till after 
this disturbance of the tranquillity of the world that Night produces 
from her dark bosom those beings, such as Death, and Strife, and Woe, 
and Blame, which are connected with the sufferings of mankind. Like- 
wise the race of Pontus, so rich in monsters, with which the heroes were 
to fight their fiercest battles, are properly introduced after the first deed 
of violence upon Uranus. It is also evidently by design that the two 
Titans, Cronus and Iapetus, also named together by Homer, are, in the 
genealogy of their descendants{, arranged in a different order than at 
the first mention of the Titans§. In the latter passage Cronus is 
the youngest of all, just as Zeus is in Hesiod the youngest among his 
brothers; whilst in Homer he reigns by the right of primogeniture. 
But Hesiod supposes the world to be in a state of perpetual develop- 
ment; and as the sons overcome the fathers, so also the youngest sons 
are the most powerful, as standing at the head of a new order of things. 
On the other hand, the race of Iapetus, which refers exclusively to 
the attributes and destinies of mankind||, is placed after the de- 
scendants of Cronus, from whom the Olympic gods proceed ; because the 
actions and destinies of those human Titans are.entirely determined by 


* y.211, seq. + v. 124. t v. 453, 507. § v. 132, seq. 

|| Inthe genealogy of Iapetus in the Theogony are preserved remains of an 
ancient poem on the /ot of mankind. Tapetus himself 18 the “ fallen man” (from 
izxrw, root IAT), the human race deprived of their former happine-s. Of his sons, 
Atlas and Menoetius represent the és of the human soul: Atlas (from rAjivasy 
TAA), the enduring and obstinate spirit, to whom the gods allot the heaviest bur- 
dens ; and Menoetius (wévos and ciros ), the unconquerable and confident spirit, whom 
Zeus hurls into Erebus, Prometheus and Epimeiheus, on the other hand, personity 
yous; the former prudent foresight, the latter the worthless knowledge which comes 
after the deed. And the gods contrive it su that whatever benefits ave pained for the 
human race Ly the former are| ost to it again through his brother, 
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their relation to the Olympians, who have reserved to themselves alone a 
constantly equal measure of prosperity, and ‘at jointly in repelling with 
equal severity the bold attempts of the Tapetids. 

Although therefore this poem is not merely an accumulation of raw 
materials, but contains many connected thoughts, and is formed ona 
well-digested plan, yet it cannot be denied that neither in the Theogony 
nor in the Works and Days can that perfect art of composition be found 
which is so conspicuous in the Homeric poems. Hesiod has not only 
faithfully preserved the ancient tradition, and introduced without altera- 
tion into his poetry many time-honoured sayings, and many a verse of 
earlier songs, but he also seems to have borrowed long passages, and even 
entire hymns, when they happened to suit the plan of his poem; and with- 
out greatly changing their form. Thus it is remarkable that the battle 
of the Titans does not begin (as it would be natural to expect) with the 
resolution of Zeus and the other Olympians to wage war against the 
Titans, but with the chaining of Briareus and the other Hecatoncheires 
by Uranus; nor is it until the poet has related how Zeus set free these 
Hecatoncheires, by the advice of the Earth, that we are introduced to 
the battle with the Titans, which has already been some time going on. 
And this part of the Theogony concludes with the Hecatoncheires being 
set by the gods to watch over the imprisoned Titans, and Briareus, by 
his marriage with Cymopoleia, becoming the son-in-law of Poseidon. 
This Briareus, who in Homer is also called eveon, and represents the 
violent commotions and heavings of the sea, was a being who in many 
places seems to have been connected with the worship of Poseidon*, 
and it is not improbable that in the temples of this god hymns were 
sung celebrating him as the vanquisher of the Titans, one of which 
Hesiod may have taken as the foundation of his narrative of the battle 
of the Titans. 

It seems likewise evident that the Theogony has been in many places 
interpolated by rhapsodists, as was naturally to be expected in a poem 
handed down by oral tradition. Enumerations of names always offered 
facilities for this insertion of new verses; as, for examp’e, the list of 
streams in the Theogony, which are called sons of the Ocean. 
Among these we miss exactly those rivers which we should expect most 
to find, the Baeotian Asopus and Cephisus ; and we find several which 
at any rate lie beyond the sphere of the Homeric geography, such as the 
Ister, the Eridanus, and the Nile, no longer the rfver of Egypt, as iu 
Homer, but under its more modern name. The most remarkable cir- 
cumstance, however, is that in this brief list of rivers, the passage of 
Homer { which names eight petty streams flowing from the mountains 
of Ida to the coast, has been so closely followed, that seven of them 


* Poseidon, from afyes, which signifies w 
called Aiyaios and Aiyaiwy. 


+ v. 338, seg. 


aves in a state of agitation, was also 


t Ihad, xii. 26, 


LITERATURE OF ANCIENT GREECE. 93 


are named in Hesiod. This seems to prove incontestably that the 
Theogony has been interpolated by rhapsodists who were familiar with 
the Homeric poems as well as with those of Hesiod. 

It has been already stated that the Theogony originally terminated 
with the races of the Olympian gods, that is, at v. 962; the part which 
follows being only added in order to make a transition to another and 
longer poem, which the rhapsodists appended as a kind of continuation 
to the Theogony. For it seems manifest that a composer of yenealogiéal 
legends of this kind would not be likely to celebrate the goddesses who, 
“joined in love with mortal men, had borne godlike children” (which is 
the subject of the last part in the extant version), if he had not also 
intended to sing of the gods who with mortal women had begotten 
mighty herces (a far more frequent event in Greek mythology). Tue 
god Dionysus, and Hercules, received among the gods (both of whom 
sprang from an alliance of this kind), are indeed mentioned in a former 
part of the poem*. But there remain many other heroes, whose 
genealogy is not traced, of far greater importance than Medeius, Phocus, 
Eneas, and many other sons of goddesses. Moreover, the extant 
concluding verses of the Theogony furnish a complete proof that a 
poem of this description was annexed to it; inasmuch as the women 
whom the Muses are in these last verses called on to celebrate + can be 
no other than the mortal beauties to whom the gods came down from 
heaven. As to the nature of this lost poem of Hesiod something will 
be said hereafter. 

Hitherto we have said nothing upon that part of the Theogony which 
has furnished so intricate a problem to the higher department of criti- 
cism, viz., the proemium, as it is only after having taken a general 
view of the whole poem that we can hope to succeed in ascertaining the 
original form of this part. It can scarcely be questioned that this 
proemium, with its disproportionate length (v. 1—115), its intolerable 
repetition of the same or very similar thoughts, and the undeniable in- 
coherences of several passages, could not be the original introduction to 
the Theogony; it appears, indeed, to be a collection of all that the 
Beeotian bards had produced in praise of the Muses. It is not, how- 
ever, necessary, in order to explain how this confused mass was formed, 
to have recourse.to complicated hypotheses ; or to suppose that this long 
proeemium was designedly formed of several shorter ones. It appears, 
indeed, that a much simpler explanation may be found, if we proceed 
upon some statements preserved in ancient authors{. The genuine 

* vy, 940, seq. 

t Nov 2 yovanay Giro delours noviruos Movou, &c. 

t Especially the statement in Plutarch (tom. ii. p. 743, C, ed. Franvof.) that the 
account of the birth of the Muses from Hesiod’s poems (viz., v. 36—67 in our 
proem) was sung as a separate hymn; and the statement of Aristophanes, the Alex- 
andrine grammarian (in the scholia to v. 63), that the ascent of the Muses to 
Olympus followed their dances on Helicon, 
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prowmium contained the beautiful story above ment.oned of the visit 
of the Muses to Helicon, and of the consecration of Hesiod to the office 
of a poet by the gift of a laurel branch. Next after this must have fol- 
lowed the passage which describes the return of the Muses to Olympus, 
where they celebrate their father Zeus in his palace as the vanquisher 
of Cronus, and as the reigning governor of the world; which might be 
succeeded by the address of the poet to the Muses to reveal to him the 
descent and genealogies of the gods. Accordingly the verses 1—35, 
68—74, 104—115, would form the original procemium, in the con- 
nexion of which there is nothing objectionable, except that the last in- 
vocation of the Muses is somewhat overloaded by the repetition of the 
same thought with little alteration. Of the intervening parts one, viz., 
vy. 36—67, is an independent hymu, which celebrates the Muses as 
Olympian poetesses produced by Zeus in Pieria in the neighbourhood 
of Olympus, and has no particular reference to the Theogony. For the 
enumeration contained in it of the subjects sung by the Muses in 
Olympus, namely, first, songs to all the gods, ancient and recent, 
then hymns to Zeus in particular, and, lastly, songs upon the heroic 
races and the battle of the Giants, comprehends the entire range of the 
Beeotian epic poetry ; nay, even the poems en divination of the school 
of Hesiod are incidentally mentioned*. This hymn to the Muses 
was therefore peculiarly well fitted to serve not only as a separate 
epic song, but, like the longer Homeric hymns, to open the contest of 
Beeotian minstrels at any festival. 

But the Muses were, according to the statement of this proemiumf, 
celebrated at the end as well as at the beginning ; consequently there 
must have been songs of the Baeotian epic poets, in which they returned 
to the Muses from the peculiar subject of their composition. For a 
concluding address of this kind nothing could be more appropriate 
than that the poet should address himself to the princes, who were pre- 
eminent among the listening crowd, that he should show them how 
much they stood in need of the Muses both in the judgment-hall and 
in the assemblies of the people, and (which was a main point with 
Hesiod) should impress upon their hearts respect for the deities of 
poetry and their servants. Precisely of this kind is the other passage 
inserted in the original procemium, v. 75—108, which would have pro- 
duced a good effect at the close of the Theogony ; by bringing back the 
poetry, which had so long treated exclusively of the genealogies of the 
gods, to the realities of human life ; whereas, in the introduction, the whole 
passage is entirely out of place. But this passage could not remain in 
the place to which it belongs, viz., after v. 962, because the part relating 
to the goddesses who were joined in love with mortal men was inserted 
here, in order that the mortal women who had been loved by gods might 
follow, and thus the Theogony be infinitely prolonged. Hence, in 
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making an edition of the Theogony, in which the pieces belonging to 
it were introduced into the series of the poem, nothing remained 
but to insert the hymn to the Muses as well as the epilogue in the 
procemium ; an adaptation which, however, could only have been made 
in an age when the true feeling for the ancient epic poetry had nearly 
passed away*. ; 

Lastly, with regard to the relation between the Theogony and the 
Works and Days, it cannot be doubted that there isa great resemblance 
in the style and character of the two poems; but who shall pretend to 
decide that this resemblance is so great as to warrant an opinion that 
these poems were composed by an individual, and not by a succession 
of minstrels? It is, however, certain that the author of the Theogony 
and the author of the Works and Days wish to be considered as the 
same person; viz., as the native of Helicon who had been trained to a 
country life, and had been endowed by the Muses with the gift of poetry. 
Nor can it be doubted that the original Hesiod, the ancestor of this 
family of poets, really rose to poetry from the occupations of common 
life; although his successors may have pursued it as a regular pro- 
fession. It is remarkable how the domestic and economical spirit of 
the poet of the Works appears in the Theogony, wherever the wide dif- 
ference of the subjects permits it ; as in the legend of Prometheus and 
Epimetheus. It is true that this takes a somewhat different turn in 
the Theogony and in the Works; as in the latter it is the casket 
brought by Pandora from which proceed all human ills, while in the 
former this charming and divinely endowed maiden brings woe into the 
world by being the progenitress of the female sex. Yet the ancient 
bard views the evil produced by women not in a moral but in an econo- 
mical light. He does not complain of the seductions and passions of 
which they are the cause, but laments that women, like the drones in a 
hive, consume the fruits of others’ industry instead of adding to the sum. 

§ 4. It is remarkable that the same school of poetry which was 
accustomed to treat the weaker sex in this satiric spirit should have 
produced epics of the heroic mythology which pre-eminently sang the 
praises of the women of antiquity, and connected a large part of the 
heroic legends with renowned names of heroines. Yet the school 
of Hesiod might probably find a motive in existing relations and 
political institutions for such laudatory catalogues of the women of 
early times. The neighbours of the Boeotians, the Locrians, possessed 
a nobility consisting of a hundred families, all of which (according to 
Polybiust) founded their title to nobility upon theirdescent from heroines, 


+ op ; ; 2 ich 
* That there was another and wholly different version of the Theogony, whic 
eae at the end a passage deriving the origin of Hephestus and Athene from 
a contest of Zeus and Here, appears from the testimony of Chrysippus, in Galen de 

Hippocratis et Platonis dogm. ii, 8, p. 349, seq. 
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Pindar, also, in the ninth Olympian ode, celebrates Protogeneia as the 
ancestress of the kings of Opus. That the poetry of this school was con- 
nected with the country of the Locrians also appears from the tradition 
mentioned by Thucydides* that Hesiod died and was buried in 
the temple of Zeus Nemeius, near Oeneon. ‘The district of Oeneon 
was bordered by that of Naupactus, which originally belonged to the 
Locrians ; and it cannot be doubted that the grave of Hesiod, mentioned 
in the territory of Naupactust, is the same burying place as that near 
Oeneon. Hence it is the more remarkable that Naupactus was also 
the birth-place of an epic poem, which took from it the name of Naw- 
pactia, and in which women of the heroic age were celebratedt. 
From all this it would follow that it was a Locrian branch of the 
Hesiodean school of poets whence proceeded the bard by whom 
the Eoie were composed. This large poem, called the Eote, or 
the Great Eoie (peyadac "Hota), took its name from the circum- 
stance that the several parts of it all began with the words 7 oi, 
aut qualis. Five beginnings of this kind have been preserved 
which have this in common, that those words refer to some heroine 
who, beloved by a god, gave birth to a renowned hero§. Thence 
it appears that the whole series began with some such introduc- 
tion as the following: “Such women never will be seen again as 
were those of former times, whose beauty and charms induced 
even the gods to descend from Olympus.” Each separate part then 
referred to this exordium, being connected with it by the constant 
repetition of the words 7) oin im the initial verses. ‘The most con- 
siderable fragment from which the arrangement of the individual parts 
can be best learnt is the 56 verses which are prefixed as an introduction 
to the poem on the shield of Hercules, and which, as is seen from the 
first verse, belong to the Eoie. They treat of Alemene, but without 
relating her origin and early life. The narrative begins from the 
flight of Amphitryon (to whom Alcmene was married) from his home, 
and her residence in Thebes, where the father of gods and men de- 
scended nightly from Olympus to visit her, and begot Hercules, 
the greatest of heroes. Although no complete history of Alemene 
is given, the praise of her beauty and grace, her understanding, and her 
conjugal love is a main point with the poet; and we may also perceive 
~~ * oor ¢ Pausan. ix. 38. 3. 
ausanias, x. 38, 6, uses x ion? ? ite 8 ~ 
where ip Bedioden ele Fs Se cea 
it appears that, in the Nawpactia, the daughtirs of Minyas, as well as Medea, Ea 


particularly celebrated, and that frequent mention was made of the expedition of th 
Argonauts. e 
§ The extant verses (which can be seen in the collection of fragments in Gais 
ford’s Poet Minores, an’ other editions) refer to Coronis, the mother of Ascle iis 
by Apollo, to Antiope, the mother of Zethus and Amphion by Zeus, to Mena 
the mother of Euphemus by Poseidon, and to Cyrene, the mother of Aristeus b ; 
Apollo. The longer fragment relating to d/emene is explained in the text By 
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from extant fragments of the continuation of this section of the Eoie, 
that in the relation of the exploits of Hercules, the poet frequently re- 
curred to Alemene; and her relations with her son, her admiration of 
his heroic valour, and her grief at the labours imposed upon him, were 
depicted with great tenderness *. From this specimen we may forma 
judgment of the general plan which was followed throughout the poem 
of the Eoie. 

The inquiry into the character and extent of the Eoie is however 
rendered more difficult by the obscurity which, notwithstanding much 
examination, rests upon the relation of this poem to the karddoyou 
yuvaxay, the Catalogues of Women. For this latter poem is some- 
times stated to be the same as the Eoje ; and for example, the 
fragment on Alemene, which, from its beginning, manifestly belongs to 
the Eoiz, is in the Scholia to Hesiod placed in the fourth book of the 
Catalogue; sometimes, again, the two poems are distinguished, and the 
statements of the Eoiz and of the Catalogue are opposed to each othert. 
The Catalogues are described as an historical-genealogical poem, a cha- 
racter quite different from that of the Eoiz, in which only such women 
could be mentioned as were beloved by the gods: on the other hand, 
the Catalogues resembled the Eoize, when in the first book it was related 
that Pandora, the first woman according to the Legend of the Theo- 
gony, bore Deucalion to Prometheus, from whom the progenitors of the 
Hellenic nation were then derived, We are therefore compelled to sup- 
pose that originally the Eoiz and the Catalogues were different in plan 
and subject, only, that both were especially dedicated to the celebration 
of women of the heroic age, and that this then caused the compilation 
of a version in which both poems were moulded together into one 
whole. It is also easy to comprehend how much such poems, by their 
unconnected form, would admit of constant additions, supposing only that 
they were strung together by genealogies or other links; and it need 
not therefore seem surprising that the Eoiz, the foundation of which had 
doubtless been laid at an early period, still received additions about the 
40th Olympiad. The part which referred to Cyrene, a Thessalian 
maid, who was carried off by Apollo into Libya, and there bore Aris- 
teus, was certainly not written before the founding of the city of 
Cyrene in Libya (Olymp. 37). The entire Mythus could only have 


* A beautiful passage, which relates to this point,is the address of Alcmene to 
her son, & réxvov, 4 ura dh ot Tovnporuroy nui Koirroy Zius trinvwce WaTHE. 

On the fragments of this part of the Koiw, see Dorians, yol, i.-p. 540, Engl 
Transl, 

+ For example, in the scholia to Apoll. Rhod, II. 181. Moreover, the part of the Eoia 
jn which Coronis was celebrated as the mother of Asclepius, was in contradiction with 
the Kardéacyes Acvxsxaidwy,in which Arsinoe, the daughter of Leucippus, according 
to the Messenian tradition, was the mother of Asclepius, as appears from Schol, 
Theogon, 142, 
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originated with the settlement of the Greeks of Thera, among whom 
were noble families of Thessalian origin. 

Of the remaining poems which in antiquity went by the name of 
Hesiod, it is still less possible to give a complete notion. The Melam- 
podia is as it were the heroic representation of that divinatory spirit of 
the Hesiodean poetry, the didactic forms of which have been already 
mentioned. It treated of the renowned prince, priest, and prophet of 
the Argives, Melampus; and as the greater part of the prophets who 
were celebrated in mythology were derived from this Melampus, the 
Hesiodean poet, with his predilection for genealogical connexion, pro- 
bably did not fail to embrace the entire race of the Melampodias. 

$5. The Agimius of Hesiod shows by its name that it treated of the 
mythical Prince of the Dorians, who, according to the legend, was the 
friend and ally of Hercules, whose son Hyllus he is supposed to have 
adopted and brought up with his own two sons Pamphylus and Dyman, 
a legend which referred to the distribution of the Dorians into three 
Phyle or tribes, the Hylleis, Pamphylians, and Dymanes. The frag- 
ments of this poem also show that it comprehended the genealogica' 
traditions of the Dorians, and the part of the mythology of Hercule 
closely allied to it ; however difficult it may be to form a well-grounded 
idea of the plan of this Epos. 

An interesting kind of composition attributed to Hesiod are the 
smaller epics, in which not a whole series of legends or a complicated 
story was described, but some separate event of the Heroic Mythology, 
which usually consisted more in bright and cheerful descriptions than 
in actions of a more elevated cast. Of this kind was the marriage of 
Ceyx, the well-known Prince of Trachin, who was also allied in close 
amity with Hercules; and a kindred subject, The Epithalamium of 
Peleus and Thetis. We might also mention here the Descent of The- 
seus and Pirtthous into the Infernal Regions, if this adventure ‘of the 
two heroes was not merely introductory, and a description of Hades in 
a religious spirit the principal object of the poem. We shall best illus- 
trate this kind of small epic poems by describing the one which has been 
preserved, viz., the Shield of Hercules. This poem contains merely one 
adventure of Hercules, his combat with the son of Ares, Cycnus, in the 
Temple of Apollo at Pagasee. It is clear to every reader of the poem 
that the first 56 verses are taken out of the Eoie, and only inserted be- 
cause the poem itself had been handed down without an introduction. 
Bes i *8 gi aadere aaa these two parts, than that the 

g 0, of whom the short epic then 
relates a separate adventure. It would have been as well, and perhaps 
better, to have prefixed a brief hymn to Hercules. The description of 
the Shield of Hercules is however far the most detailed part of the poem 
and that for which the whole appears to have been composed ; a descrip- 
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tion which was manifestly occasioned by that of the shield of Achilles in 
the Iliad, but nevertheless quite peculiar, and executed in the genuine 
spirit of the Hesiodean school. For while the reliefs upon the shield of 
Achilles are entirely drawn from imagination, and pure poetical imagi- 
nation, objects are represented upon the shield of Hercules which were 
in fact the first subjects of the Greek artists who worked veliefs in 
bronze and other decorative sculptures *. We cannot, therefore, sup- 
pose the shield of Hesiod to be anterior to the period of the Olympiads, 
because before that time nothing was known of similar works of art 
among the Greeks. But on the other hand, it cannot be posterior to 
the 40th Olympiad, as Hercules appears in it armed and equipped like 
any other hero ; whereas about this date the poets began to represent 
him in a different costume, with the club and lion’s skint. The entire 
class of these short epics appears to be a remnant of the style of the 
primitive bards, that of choosing separate points of heroic history, in 
order to enliven an hour of the banquet, before longer compositions had 
been formed from them{. On the other hand, these short Hesiodean 
epies are connected with lyric poetry, particularly that of Stesichorus, who 
sometimes composed long choral odes onthe same or similar subjects (as 
for example, Cycnus), and not without reference to Hesiod. This close 
approximation of the Hesiodean epic poetry and the lyric poetry of Ste- 
sichorus doubtless gave occasion to the legend that the latter was the 
son of Hesiod, although he lived much later than the real founder of 
the Hesiodean school of poetry. 

Of the other names of Hesiodean Poems, which are mentioned by 


* The shield of Aehilles contains, on the prominence in the middle, a representation 
of earth, heaven, and sea: then in the next circular band two cities, the one engaged 
in peaceable occupations, the other beleagured by foes : afterwards, in six depart- 
ments (which must be considered as lying around concentrically in a third row), rural 
and joyous scenes—sowing, harvest, vine-picking, a cattle pasture, a flock of sheep, a 
choral dance : Jastly,in the external circle, the ocean. The poet takes a delight in 
adorning this implement of bloody war with the most pleasing scenes of peace, and 
pays no regard to what the sculptors of his time were able to execute, The Hesiod- 
ean poet, on the other hand, places in the middle of the shied of Hercules a terrible 
dragon (3péxovr0s 907), surrounded by twelve twisted snakes, exactly as the gorgo- 
neum or head of Medusa is represented: on Tyrrhenian shields of Tarquinii other 
monstrous heads are similarly introduced inthe middle. A battle of wild boars 
and lions makes a border, as is often the case in early Greek sculptures and vases. 
It must be conceived as a narrow band or ring round the middle, The first consi- 
derable row, which surrounds the centre piece in a circle, consists of four depart- 
ments, of which two contain warlike and two peaceable subjects. So that the entire 
shield contains, as it were, a sanguinary and a tranquil side. In these are repre- 
sented the battle of the Centaurs, a choral dance in Olympus, 4 harbour and 
fishermen, Perseus and the Gorgons. Of these the first and last subjects are among 
those which are known to have earliest exercised the Greek artists. An external row 
(iaip airéwy, v. 237) is occupied by a city at war and a city at peace, which the poet 
borrows from Homer, but describes with greater minuteness, and indeed overloads 
with too many details, The rim, as in the other shield, is surrounded by the ocean. 


+ See the remarks on Peisander below, ch. ix. § 3. 


+ See above, p- 40, (ch. iv, § 6); f 
Hi 
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granimarians, some are doubtful, as they do not occur in ancient au- 
thors, and others do not by their title give any idea of their plan and 
subject ; so that we can make no use of them in our endeavour to con- 
vey a notion of the tone and character of the Hesiodean poetry. 


CHAPTER IX. 


§ 1. General character of other Epic Poets.—§ 2. Cinethon of Lacedemon, Eumelus 
of Corinth, Asius of Samos, Chersias of Orchomenus.—§ 3. Epic Poems on Her- 
cules; the Taking of Gichalia ; the Heraclea of Peisander of Rhodes. 


§ 1. Great as was the number of poems which in ancient times passed 
under the name of Homer, and were connected in the way of supple- 
ment or continuation with the Iliad and Odyssey, and also of those 
which were included under the all-comprehensive name of Hesiod, yet 
these formed only about a half of the entire epic literature of the early 
Greeks. 'The hexameter was, for several centuries, the only perfectly 
developed form of poetry, as narratives of events of early times were the 
general amusement of the people. The heroic mythology was an inex- 
haustible mine of subjects, if they were followed up into the legends of 
the different races and cities; it was therefore natural, that in the 
most various districts of Greece poets should arise, who, for the gratifi- 
cation of their countrymen, worked up these legends into an epic form, 
either attempting to rise to an imitation of the Homeric style, or con- 
tenting themselves with the easier task of adopting that of the school 
of Hesiod. Most of these poems evidently had little interest except in 
their subjects, and even this was lost when the logographers collected 
into shorter works the legends of which they were composed. Hence 
it happened only occasjonally that some learned inquirer into tradi- 
tionary story took the trouble to lock into these epic poems. Even 
now it is of great importance, for mythological researches, carefully to 
collect all the fragments of these ancient poems; such, for example, as 
the Phoronis and Danais (the works of unknown authors), which con- 
tained the legends of the earliest times of Argos; but, for a history of 
literature, the principal object of which is to give a vivid notion of the 
character of writings, these are empty and unmeaning names. There 
are, however, a few epic poets of whom enough is known to enable us 
to form a general idea of the course which they followed. 

§ 2. Of these poets several appear to have made use of the links of 
genealogy, in order, like the poet of the Hesiodean catalogues, to string 
together fables which were not connected by any main action, but which 
often extended over many generations. According to Pausanias, the 
works of Cinethon the Lacedemonian, who flourished about the 5th 
Olympiad, had a genealogical foundation ; and from the great pleasure 
which the Spartans took in the legends of the heroic age, it is probable 


LITERATURE OF ANCIENT GREECE, 101 


that he treated of certain mythical subjects to which a patriotic interest 
was attached. His Heraclea, which is very rarely mentioned, may 
have referred to the descent of the Doric Princes from Hercules; and 
also his CEdipodia may have been occasioned by the first kings of 
Sparta, Procles and Eurysthenes, being, through their mother, descended 
from the Cadmean kings of Thebes. Jt is remarkable that the Little 
Iliad, one of the Cyclic poems, which immediately followed Homer, was 
by many* attributed to this Cinethon ; and another Peloponnesian bard, 
Eummelus the Corinthian, was named as the author of a second Cyclic Epos, 
the Nostoi. Both statements are probably erroneous ; at least the authors 
of these poems must, as members of that school who imitated and extended 
the Homeric Epopees, have adopted an entirely different style of com- 
position from that required for the genealogical collections of Pelopon- 
nesian legends. Eumelus was a Corinthian of the noble and governing 
house of the Bacchaids, and he lived about the time of the founding of 
Syracuse (11th Olympiad, according to the commonly received date). 
There were poems extant under his name, of the genealogical and his- 
corical kind; by which, however, is not to be understood the later style 
of converting the marvels of the mythical period into common history, 
but only a narrative of the legends of some town or race, arranged in 
order of time. Of this character (as appears also from fragments) were 
the Corinthiaca of Eumelus, and also, probably, the Europia, in which 
perhaps a number of ancient legends were joined to the genealogy of 
Europa. Nevertheless the notion among the ancients of the style of 
Eumelus was not so fixed and clear as to furnish any certain criterion ; 
for there was extant a Titanomachia, as to which Atheneus doubts whe- 
ther it should be ascribed to Eumelus, the Corinthian, or Aretinus, the 
Milesian. That there should exist any doubt between these two claimants, 
che Cyclic poet who had composed the Aithiopis, and the author of 
genealogical epics, only convinces us how uncertain all literary decisions 
in this period are, and how dangerous a region this is for the inquiries of 
the higher criticism. Pausanias will not allow anything of Eumelus to 
be genuine except a prosodion, or strain, which he had composed for 
the Messenians for a sacred mission to the Temple of Delos; and it 
is certain that this epic hymn, in the Doric dialect, really belonged to 
those times when Messenia was still independent and flourishing, before 
the first war with the Lacedzemonians, which began in the 9th Olym- 
piadt. Pausanias also ascribes to Eumelus the epic verses in the Doric 


* See Schol. Vatic. ad Eurip. Troad. 822, Eumelus (corrupted into Eumolpus) 
is called the author of the vara in Schol. Pind, Olymp. xiii. 31. 
+ The passage quoted from it by Pausan. iv. 33. 3. 

TS yie Wapdrg xarabvusos Yordero Moira, 

A xabuga xa) trsvbeou gown’ (2) incovaees 
appears to say that the muse of Eumelus, which had composed the Prosodion, 
had also pleased Zeus Ithomatas ; that is, had gained a prize at the musical con- 
tests among the Ithomeans in Messenia. 
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dialect, which were added to illustrate the reliefs on the chest of Cyp- 
selus, the renowned work of ancient art. But it is plain that those 
verses were contemporaneous with the reliefs themselves, which were not 
made till a century later, under the Government of the Cypselids at 
Corinth*. Asrus of Samos, often mentioned by Pausanias, was a third 
genealogical epic poet. His poems referred chiefly to his native coun- 
try, the Ionian island of Samos; and he appears to have taken occasion 
to descend to his own time; as in the glowing and vivid description of 
the luxurious costume of the Samians at a festival procession to the 
temple of their guardian goddess, Here. Chersias, the epic poet of Orcho- 
menus, collected Beeotian legends and genealogies : he was, according 
to Plutarch, a contemporary of the Seven Wise Men, and appears, from 
the monumental inscription above mentioned, to have been a great 
admirer and follower of Hesiod. 

§ 3. While by efforts of this kind nearly all the heroes (whose remem- 
brance had been preserved in popular legends) obtained a place in 
this endlessly extensive epic literature, it is remarkable that the hero 
on whose name half the heroic mythology of the Greeks depends, to 
whose mighty deeds (in a degree far exceeding those of all the Achaian 
heroes before Troy) every race of the Greeks seem to have contributed 
its share, that Hercules should have been celebrated by no epic poem 
corresponding to his greatness. Even the two Homeric epopees furnish 
some measure of the extent of these legends, and at the same time make 
it probable that it was usual to compose short epic poems from single 
adventures of the wandering hero; and of this kind, probably, was the 
“ Taking of Gichalia,” which Homer, according to a well-known tra- 
dition, is supposed to have left as a present to a person joined to him by 
ties of hospitality, Creophylus of Samos, who appears to have been the 
head of a Samian family of rhapsodists. ‘The poem narrated how Her- 
cules, in order to avenge an affront early received by him from Eurytus 
and his sons, takes Cichalia, the city of this prince, slays him and his 
sons, and carries off his daughter Tole, as the spoil of war. This fable 
is so far connected with the Odyssey that the bow which Ulysses uses 
against the suitors is derived from this Eurytus, the best archer of his 


* Pausanias proceeds on the supposition that this chest was the very one in which 
the little Cypselus was concealed from the designs of the Bacchiads by his mother 
Labda, which was afterwards, in memory of this event, dedicated by the Cypse- 
lids at Olympia. But not to say that this whole story is not an historial fact but 
probably arose merely from the etymology of the word Ké eases, (from xp a 
chest,) it is quite incredible that a box so costly and so richly adorned with ea )- 
tures should have been used by Labda as an ordinary piece of furniture. It is far 
more probable that the Cypselids, at the time of their power and wealth (after 
Olymp. 30), had this chest made among other costly offerings, in order to be dedi- 
cated at Olympia, meaning, at the same time, by the name of the chest (xorpian) 
—quite in the manner of the emblémes parlans on Greek coins—to allude to Phatavalves 
as donors. Another argument is, that Hercules was distinguished on it by a ecu 
liar costume (ovFwe); and therefore was not, asin Hesiod’s shield, re entas 
the common heroic accoutrements. sae . 
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time. This may have been the reason that very early Homerids 
formed of this subject a separate epos, the execution of which does 
not appear to have been unworthy of the name of Homer. 

Other portions of the legends of Hercules had found a place in the 
larger poems of Hesiod, the Eoiz, the Catalogues, and the short epics ; and 
Cinzthon the Lacedemonian may have brought forward many legends 
little known before his time. Yet this whole series of legends wanted 
that main feature which every one would now collect from poets and 
works of art. This conception of Hercules could not arise before his 
contests with animals were combined from the local tales separately 
related of him in Peloponnesus, and were embellished with all the 
ornaments of poetry. Hence, too, he assumed a figure different from 
that of all other heroes, as he no longer seemed to want the brazen 
helmet, breast-plate, and shield, or to require the weapons of heroic 
warfare, but trusting solely to the immense strength of his limbs, and 
simply armed with a club, and covered with the skin of a lion which he 
had slain, he exercises a kind of gymnastic skill in slaying the various 
monsters which he encounters, sometimes exhibiting rapidity in running 
and leaping, sometimes the highest bodily strength in wrestling and 
striking. The poet who first represented Hercules in this manner, and 
thus broke through the monotony of the ordinary heroic combats, was 
Peisander, a Rhodian, from the town of Cameirus, who is placed at the 
33d Olympiad, though he probably flourished somewhat later. Nearly 
all the allusions in his Heraclea may be referred to those combats, which 
were considered as the tasks imposed on the hero by Eurystheus, and 
which were properly called ‘HpaxAégove abot. It is, indeed, very pro- 
bable that Peisander was the first who fixed the number of these labours 
at twelve, a number constantly observed by later writers, though they 
do not always name the same exploits, and which had moreover esta- 
blished itself in art at least as early as the time of Phidias (on the tem- 
ple of Olympia). If the first of these twelve combats have a somewhat 
rural and Idyllian character, the later ones afforded scope for bold ima- 
ginations and marvellous tales, which Peisander doubtless knew how to 
turn to account ; as, for example, the story that Hercules, in his expedi- 
tion against Geryon, was carried over the ocean in the goblet of the Sun, 
is first cited from the poem of Peisander. Perhaps he was led to this 
invention by symbols of the worship of the Sun, which existed from early 
times in Rhodes. It was most likely the originality, which prevailed 
with equal power through the whole of this not very long poem, that 
induced the Alexandrian grammarians to receive Peisander, together 
with Homer and Hesiod, into the epic canon, an honour which they 
did not extend to any other of the poets hitherto mentioned. 

Thus the Greek Epos, which seemed, from its genealogical tendency, 
to have acquired a dry and steril character, now appeared once more 
animated with new life, and striking out new paths. Nevertheless it 
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may be questioned whether the epic poets would have acquired this 
spirit if they had never moved out of the beaten track of their ancient 
heroic song, and if other kinds of poetry had not arisen and re- 
vealed to the Greeks the latent poetical character of many other feelings 
and impressions besides those which prevailed in the epos. We now 
turn to those kinds of poetry which first appear as the rivals of the epic 
strains*, 


CHAPTER X. 


§ 1. Exclusive prevalence of Epic Poetry, in connexion with the monarchical period; 
influence of the change in the forms of Government upon Poetry.—§ 2. Elegeion, 
its meaning ; origin of Elegos; plaintive songs of Asia Minor, accompanied by 
the flute; mode of Recitation of the Elegy.—§ 3. Metre of the Elegy.—} 4. Po- 
litical and military tendency of the Elegy as composed by Callinus; the circum- 
stances of his time,—§ 5. Tyrteus, his Life ; occasion and subject of his Elegy 
of Eunomia.—§ 6, Character and mode of recitation of the Elegies of Tyrteus. 
§7. Elegies of Archilochus, their reference to Banquets ; mixture of convivial jollity 
(Asius).—§ 8. Plaintive Elegies of Archilochus.—§ 9. Mimnermus; his Elegies ; 
the expression of the impaired strength of the Ionic nation—§ 10. Luxury a 
consolation in this state; the Nanno of Mimnermus.—§ 11. Solon’s character; his 
Elegy of Salamis.—§ 12. Elegies before and after Solon’s Legislation; the ex- 
pression of his political feeling; mixture of Gnomic Passages (Phocylides).— 
§ 13. Elegies of Theognis; their original character—®§ 14. Their origin in the 
political Revolutions of Megara.—§ 15, Their personal reference to the Friends 
of Theognis,—§ 16. Elegies of Xenophanes; their philosophical tendency.— 
§ 17. Elegies of Simonides on the Victories of the Persian War; tender and 
pathetic spirit of his Poetry; general View of the course of Elegiac Poetry.— 
§ 18. Epigrams in elegiac form; their Object and Character; Simonides, as a 
Composer of Epigrams. 


§ 1. Unrin the beginning of the seventh century before our era, or 
the 20th Olympiad, the epic was the only kind of poetry in Greece, and 
the hexameter the only metre which had been cultivated by the poets 
with art and diligence. Doubtless there were, especially in connexion 
with different worships, strains of other kinds and measures of a lighter 
movement, according to which dances of a sprightly character could be 
executed; but these as yet did not form a finished style of poetry, and 
were only rude essays and undeveloped germs of other varieties, which 
hitherto had only a local interest, confined to the rites and customs of 
particular districts. In all musical and poetical contests the solemn and 
majestic tone of the epopee and the epic hymn alone prevailed; and the 
soothing placidity which these lays imparted to the mind was the only 
feeling which had found its satisfactory poetical expression. As yet the 
heart, agitated by joy and grief, by love and anger, could not give utter- 


* Some epic poems of the early period, as the Minyis, Alem@onis, and Thesprotia 
will be noticed in the chapter on the poetry connected with the Mysteries. i 
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ance to its lament for the lost, its longing after the absent, its care for 
the present, in appropriate forms of poetical composition. These feel- 
ings were still without the elevation which the beauty of art can alone 
confer. The epopee kept the mind fixed in the contemplation of a 
former generation of heroes, which it could view with sympathy and in- 
terest, but not with passionate emotion. And although in the econo- 
mical poem of Hesiod the cares and sufferings of the present time fur- 
nished the occasion for an epic work, yet this was only a partial descent 
from the lofty career of epic poetry ; for it immediately rose again from 
this lowly region, and taking a survey of things affecting not only the 
entire Greek nation but the whole of mankind, celebrated in solemn 
strains the order of the universe and of social life, as approved by the 
Gods. 

This exclusive prevalence of epic poetry was also doubtless connected 
with the political state of Greece at this time. It has been already re- 
marked* how acceptable the ordinary subjects of the epic poems must 
have been to the princes who derived their race from the heroes of the 
mythical age, as was the case with all the royal families of early times. 
This rule of hereditary princes was the prevailing form of government 
in Greece, at least up to the beginning of the Olympiads, and from this 
period it gradually disappeared; at an earlier date and by more vio- 
lent revolutions among the Ionians, than among the nations of Pelopon- 
nesus. The republican movements, by which the princely families were 
deprived of their privileges, could not be otherwise than favourable to a 
free expression of the feelings, and in general to a stronger development 
of each man’s individuality. Hence the poet, who, in the most perfect 
form of the epos, was completely lost in his subject, and was only the 
mirror in which the grand and brilliant images of the past were reflected, 
now comes before the people as a man with thoughts and objects of his 
own; and gives a free vent to the struggling emotions of his soul in 
elegiac and iambic strains. As the elegy and the iambus, those two 
contemporary and cognate species of poetry, originated with Ionic poets, 
and (as far as we are aware) with citizens of free states; so, again, the 
remains and accounts of these styles of poetry furnish the best image of 
the internal condition of the Ionic states of Asia Minor and the Islands 
in the first period of their republican constitution. 

§ 2. The word elegeion, as used by the best writers, like the word 
epos, refers not to the subject of a poem, but simply to its form. In 
general the Greeks, in dividing their poetry into classes, looked almost 
exclusively to its metrical shape; but in considering the essence of the 
Greek poetry we shall not be compelled to depart from these divisions, 
as the Greek poets always chose their verse with the nicest attention to 
the feelings to be conveyed by the poem. ‘The perfect harmony, the 
accurate correspondence of expression between these multifarious me- 


* Chap. iv. $1, 2. 
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trical forms and the various states of mind required by the poem, is one 
of the remarkable features of the Grecian poetry, and to which we shall 
frequently have occasion to advert. The word é\eyeiov, therefore, in its 
strict sense, means nothing more than the combination of an hexameter 
and a pentameter, making together a distich ; and an elegeia (éAeyeta) 
is a poem made of such verses. The word elegeion is, however, itself 
only a derivative from a simpler word, the use of which brings us nearer 
to the first origin of this kind of poetry. legos (éAeyoc) means pro- 
perly a strain of lament, without any determinate reference to a metri- 
cal form; thus, for example, in Aristophanes, the nightingale sings an 
elegos for her lost Itys; and in Euripides, the halcyon, or kingfisher, 
sings an elegos for her husband Ceyx*; in both which passages the 
word has this general sense. The origin of the word can hardly be 
Grecian, since all the etymologies of it which have been attempted seem 
very improbable ; on the other hand, if it is borne in mind, how cele- 
brated among the Greeks the Carians and Lydians were for laments 
over the dead, and generally for songs of a melancholy cast}, it will 
seem likely that the Ionians, together with ditties and tunes of this kind, 
also received the word elegos from their neighbours of Asia Minor. 
However great the interval may have been between these Asiatic 
dirges and the elegy as embellished aud ennobled by Grecian taste, 
yet it cannot be doubted that they were in fact connected. Those 
laments of Asia Minor were always accompanied by the flute, which was 
of great antiquity in Phrygia and the neighbouring parts, but which 
was unknown to the Greeks in Homer's time, and in Hesiod only occurs 
as used in the boisterous strain of revellers, called Comos§. The elegy, 
on the other hand, is the first regularly cultivated branch of Greek 
poetry, in the recitation of whieh the flute alone, and neither the cithara 
nor lyre, was employed. The elegiac poet Mimnermus (about Olympiad 
40, 620 B.c.), according to the testimony of Hipponax|, nearly as an- 
cient as himself, played on the flute the kpadéne vopioc ; that is, literally, 
** the fig-branch strain,” a peculiar tune, which was played at the Ionic 
festival of Thargelia, when the men appointed to make atonement for 
the sins of the city were driven out with fig branches. anno, the 
beloved of Mimnermus, was a flute player, and he, according to the 


* Aristoph, Av. 218. Eurip. Iph. Taur. 1061. 


a ahs most favourite is the derivation from %? Aéyey; but aéyey is here an im- 
proper form, and ought in this connexion to be aéyos. The entire composition is, 
moreover, very strange. 


} Carian and Lydian laments are often mentioned in antiquity (Franch Callinus, 
p. 123, seg.); and the antispastic rhythm ~-~~, in which there is something dis- 
pleasing and harsh, was called xagixds; which refers to its use in laments of this 
kind. It is also very probable that the word yzy/e came from Asia Minor (Pollux 
w. 79), and was brought by the Tyrrhenians from Lydia to Etruria, and thence to 
Rome. 

§ Above, chap. iii. § 5, 
|| In Plutarch de Musica, ¢, ix. comp. Hesych. in HQUdINS VopLO5« 
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expression of a later elegiac poet, himself played on the lotus-wood flute, 
and wore the mouthpiece (the dope) used by the ancient flute 
players when, together with his mistress, he led a comos*. And in en- 
tire agreement with this the elegiac poet Theognis says, that his beloved 
and much praised Cyrnus, carried by him on the wings of poetry over 
the whole earth, would be present at all banquets, as young men would 
sing of him eloquently to the clear tone of little flutest. 

Nevertheless, we are not to suppose that elegies were from the begin- 
ning intended to be sung, and to be recited like lyric poems in the 
narrower sense of the word. Elegies, that is distichs, were doubtless 
accompanied by the flute before varied musical forms were invented for 
them. This did not take place till some time after Terpander the Les- 
bian, who set hexameters to music, to be sung to the cithara, that is, pro- 
bably, not before the 40th Olympiadf. 

When the Amphictyons, after the conquest of Crissa, celebrated the 
Pythian games (Olymp. 47, 3 B.c. 590), Echembrotus the Arcadian 
came forward with elegies, which were intended to be sung to the flute : 
these were of a gloomy plaintive character, which appeared to the as- 
sembled Greeks so little in harmony with the feeling of the festival, that 
this kind of musical representations was immediately abandoned§. 
Hence it may be inferred that in early times the elegy was recited rather 
in the style of the Homeric poems, in a lively tone, though probably 
with this difference, that where the Homerid used the cithara, the flute 
was employed, for the purpose of making a short prelude and occasional 
interludes |. The flute, as thus applied, does not appear alien to the 
warlike elegy of Callinus: among the ancients in general the varied 
tones of the flute] were not considered as necessarily having a peaceful 
character. Not only did the Lydian armies march to battle, as Hero- 
dotus states, to the sound of flutes, masculine and feminine; but the 
Spartans formed their military music of a large number of flutes, in- 
stead of the cithara, which had previously been used. From this how- 
ever we are not to suppose that the elegy was ever sung by an army on 
its march, or advance to the fight, for which purpose neither the rhythm 
nor the style of the poetry is at all suited. On the contrary, we shall 

* This, according to the most probable reading, is the meaning of the passage of 
Hermesianax in Athen. xili.,p.598 A. Kalero wiv Navyois, wong Y tal worraus 
awrd xnuwesis (according to an emendation in the Classical Journal, vii. p. 238) ; 
xdpovs orsixs cuvebavioy (the latter words according to Schweighwuser’s reading), 

+ Theognis, v. 237, seq. t Plutarch. de Music4, iii. 4, 8. 

§ Pausan, x. 7,3. From the statement of Chameleon in Athen, xiv. p. 620, that 
the poems of Mimnermus as well as those of Homer were set to music (werwdnbivas) 
it may be inferred that they were not so from the beginning. 

|| Archilochus says 23a ba’ aianrigss, probably in reference to an elegy (Schol, 
Aristoph. Av. 1428) ; and Solon is stated to have recited his elegy of Salamis day ; 
but in these passages #wy, as in the case of Homer, probably expresses a measured 
style of recitation like that of a rhapsodist: above, ch. iv. § 3 (p. 32). Comp, also 
Philochorus ap. Athen. xiv. 630. 

G Méugwva avo), Pindar. - 
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find in Tyrteeus, Archilochus, Xenophanes, Anacreon, and especially in 
Theognis, so many instances of the reference of elegiac poetry to ban- 
quets, that we may safely consider the convivial meeting, and especially 
the latter part of it, called Comos, as the appropriate occasion for the 
Greek elegy*. 

§ 3. That the elegy was not originally intended to make a completely 
different impression from the epic poem, is proved by the slight devia- 
tion of the elegiac metre from the epic hexameter. It seems as if the 
spirit of art, impatient of its narrow limits, made with this metre its first 
timid step out of the hallowed precinct. It does not venture to invent 
new metrical forms, or even to give a new turn to the solemn hexame- 
ter, by annexing to it a metre of a different character: it is contented 
simply to remove the third and the last thesis from every second hexa- 
meter t; and it is thus able, without destroying the rhythm, to vary the 
form of the metre in ahighly agreeable manner. The even and regular 
march of the hexameter is thus accompanied by the feebler and hesi- 
tating gait of the pentameter. At the same time, this alternation pro- 
duces a close union of two verses, which the hexametrical form of the 
epos, with its uninterrupted flow of versification, did not admit; and 
thus gives rise to a kind of small strophes. The infiuence of this metri- 
cal character upon the structure of the sentences, and the entire tone of 
the language, must evidently have been very great. 

§ 4. Into the fair form of this metre the Ionic poets breathed a soul, 
which was vividly impressed with the passing events, and was driven to 
and fro by the alternate swelling and flowing of a flood of emotions. It 
is by no means necessary that lamentations should form the subject of 
the elegy, still less that it should be the lamentation of love; but emo- 
tion is always essential to it. Excited by events or circumstances 
of the present time and place, the poet in the circle of his friends 
and countrymen pours forth his heart in a copious description of his 
experience, in the unreserved expression of his fears and hopes, in cen- 
sure and advice. And as the commonwealth was in early times the 
first thought of every Greek, his feelings naturally gave rise to the poli- 
tical and warlike character of the elegy, which we first meet with in the 
poems of Callinus. 

The age of Cattinus or Epnezsus is chiefly fixed by the allusions 
to the expeditions of the Cimmerians and Treres, which occurred in his 
poems. ‘The history of these incursions is, according to the best ancient 
authorities, as follows :—The nation of the Cimmerians, driven out by 


* The flute is described as used at the Comus in the passage of Hesiod ci 
above, p. 21 (ch. iii, § 5). WP a ake 
+ Yhus, in the first lines of the Iliad and the Odyssey, by omitting the thesis of 
the third and sixth feet, a perfect elegiac pentameter is obtained. 
Mijviy desde bce m)Anitdeos "A KIAR|05| 
Avda joi tyveae Motlow arolAurgomoy ds mddu TOAlAG. 
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the Scythians, appeared at the time of Gyges in Asia Minor ; in the 
reign of Ardys (Olymp. 25, 3—37, 4; or 678—29 nc.) they took 
Sardis, the capital of the Lydian kings, with the exception of the 
citadel, and then, under the command of Lygdamis, moved against 
Tonia; where in particular the temple of the Ephesian Artemis was 
threatened by them. Lygdamis perished in Cilicia. The tribe of the 
Treres, who appear to have followed the Cimmerians on their expedi- 
tion, captured Sardis for the second time in union with the Lycians, and 
destroyed Magnesia on the Meander, which had hitherto been a 
flourishing city, and, with occasional reverses, had on the whole come 
off superior in its wars with the Ephesians. These Treres, however 
under their chieftain Cobus, were (according to Strabo) soon driven 
back by the Cimmerians under the guidance of Madys. Halyattes, the 
second successor of Ardys, at last succeeded in driving the Cimmerians 
out of the country, after they had sc long occupied it. (Olymp. 40, 4— 
55, 1; 617--560 u.c.) Now the lifetime of Callinus stands in relation 
to these events thus: he mentioned the advance of the formidable Cim- 
merians and the destruction of Sardis by them, but described Magnesia 
as still flourishing and as victorious against Ephesus, although he also 
knew of the approach of the Treres*. In such perilous times, when 
the Ephesians were not only threatened with subjugation by their coun- 
trymen in Magnesia, but with a still worse fate from the Cimmerians 
and Treres, there was doubtless no lack of unwonted inducements for 
the exertion of every nerve. But the Ionians were already so softened 
by their long intercourse with the Lydians, a people accustomed to all 
the iuxury of Asia, and by the delights of their beautiful country, that 
even on sucn an occasion as this they would not break through the in- 
dolence of their usual life of enjoyment. It is easy to see how deep 
and painful the emotion must have been with which Callinus thus 
addresses his countrymen: “ How long will you lie in sloth? when will 
you, youths, show a courageous heart? are you not ashamed that the 
neighbouring nations shouid see you sunk inthis lethargy? You think 
indeed that you are living in peace; but war overspreads the whole 
eartht.” 

The fragment which begins with the expressions just cited, the only 


* Two fragments of Callinus prove this— 

Nov Dial Kinpsgiov orpuras toreras oBeimotoyay, 
and 

Tenoems avogus uywy. 
Everything else stated in the text is taken from the precise accounts of Herodotus 
and Strabo. Pliny’s story of the picture of Bularchus “ Magnetum excidium~ 
being bought for an equal weight of gold by Candaules, the predecessor of Gyges, 
must be erroneous. Probably some other Lydian named Candaules is confounded 
with the old king. 


+ Gaisford Poete Minores, vol. i. p. 426. 
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considerable remnant of Callinus, and even that an imperfect one *, is 
highly interesting as the first specimen of a kind of poetry in which so 
much was afterwards compose both by Greeks and Romans. Jn 
general the character of the elegy may be recognized, as it was deter- 
mined by the metre, and as it remained throughout the entire literature 
of antiquity. The elegy is honest and straightforward in its expression ; 
it marks all the parts of its picture with strong touches, and is fond of 
heightening the effect of its images by contrast. Thus in the verses just 
quoted Callinus opposes the renown of the brave to the obscurity of cow- 
ards. The pentameter itself, being a subordinate part of the metre, 
naturally leads to an expansion of the original thought by supplemen- 
tary or explanatory clauses. This diffuseness of expression, combined 
with the excited tone of the sentiment, always gives the elegy acertain 
degree of feebleness which is perceptible even in the martial songs of 
Callinus and Tyrteus. On the other hand, it is to be observed that the 
elegy of Callinus still retains much of the fuller tone of the epic style ; 
it does not, like the shorter breath of later elegies, confine itself within 
the narrow limits of a distich, and require a pause at the end of every 
pentameter ; but Callinus in many cases comprehends several hexame- 
ters and pentameters in one period, without caring for the limits of the 
verses ; in which respect the earlier elegiac poets of Greece generally 
imitated him. 

§ 5. With Callinus we will connect his contemporary Tyrrzus, pro- 
bably a few years younger than himself. The age of Tyrteus is deter- 
mined by the second Messenian war, in which he bore a part. If with 
Pausanias this war is placed between Olymp. 23. 4, and 28. 1 (685 and 
668 B. c.), Tyrteus would fall at the same time as, or even earlier than, 
the circumstances of the Cimmerian invasion mentioned by Callinus; 
and we should then expect to find that Tyrteus, and not Callinus, was 
considered by the ancients as the originator of the elegy. As the 
reverse is the fact, this reason may be added to others for thinking that 
the second Messenian war did not take place till after the 30th Olym- 
piad (660 B.c.), which must be considered as the period at which Callinus 
flourished. 

We certainly do not give implicit credit to the story of later writers 
that Tyrtseus was a lame schoolmaster at Athens, sent out of insolence 
by the Athenians to the Spartans, who at the command of an oracle had 
applied to them for a leader in the Messenian war. So much of this 
account may, however, be received as true, that Tyrteeus came from 
Attica to the Lacedemonians ; the place of his abode being, according 
to a precise statement, Aphidne, an Athenian town, which is placed by 
the legends about the Dioscuri in very early connexion with Laconia. 

* It is even doubtful whether the part of this elegiac fragment in Stobeus which 


follows the hiatus, in fact belongs to Callinus, or whether the name of Tyrtens has 
not fallen out. 
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If Tyrteeus came from Attica, it is easy to understand how the elegiac 
metre which had its origin in [oniashould have been used by him, and 
that in the very style of Callinus. Athens was so closely connected 
with her Ionic colonies, that this new kind of poetry must have been 
scon known in the mother city. This circumstance would be far 
more inexplicable if Tyrtzeus had been a Lacedeemonian by birth, as 
was stated vaguely by some ancient authors. For although Sparta was 
not at this period a stranger to the efforts of the other Greeks in poetry 
and music, yet the Spartans with their peuliar modes of thinking would 
not have been very ready to appropriate the new invention of the 
Tonians. 

Tyrtzeus came to the Lacedsemonians at a time when they were not 
only brought into great straits from without by the boldness of Aristo- 
menes, and the desperate courage of the Messenians, but the state was 
also rent with internal discord. The dissensions were caused by those 
Spartans who had owned lands in the conquered Messenia: now that the 
Messenians had risen against their conquerors, these lands were either in 
the hands of the enemy, or were left untilled from fear that the enemy 
would reap their produce ; and hence the proprietors of them demanded 
with vehemence anew division of lands—the most dangerous and 
dreadful of all measures in the ancient republics. In this condition of 
the Spartan commonwealth Tyrtzus composed the most celebrated of his 
elegies, which, from its subject, was called Eunomia, that is, “ Justice,” 
or “ Good Government,” (also Poditeia, or “ The Constitution’’). It 
is not difficult, on considering attentively the character of the early 
Greek elegy, to form an idea of the manner in which T’yrtzus probably 
handled this subject. He doubtless began with remarking the anarchi- 
cal movement among the Spartan citizens, and by expressing the con- 
cern with which he viewed it. But as in general the elegy seeks to 
pass from an excited state of the mind through sentiments and images 
of a miscellaneous description to a state of calmness and tranquillity, it 
may be conjectured that the poet in the Eunomia made this transition 
by drawing a picture of the well-regulated constitution of Sparta, and 
the legal existence of its citizens, which, founded with the divine assist- 
ance, ought not to be destroyed by the threatened innovations ; and that 
at the same time he reminded the Spartans, who had been deprived of 
their lands by the Messenian war, that on their courage would depend 
the recovery of their possessions and the restoration of the former pros- 
perity of the state. This view is entirely confirmed by the fragments 
of Tyrtzeus, some of which are distinctly stated to belong to the Euno- 
mia. In these the constitution of Sparta is extolled, as being founded 
by the power of the Gods ; Zeus himself having given the country to 
the Heracleids, and the power having been distributed in the justest 
manner, according to the oracles of the Pythian Apollo, among the 
kings, the gerons in the council, and the men of the commonalty in the 
popular assembly. 
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§ 6. But the Eunomia was neither the only nor yet the first elegy in 
which Tyrtsus stimulated the Lacedemonians to a bold defence against 
the Messenians. Exhortation to bravery was the theme which this poet 
took for many elegies*, and wrote on it with unceasing spirit and ever- 
new invention. Never was the duty and the honour of bravery im- 
pressed on the youth of a nation with so much beauty and force of 
language, by such natural and touching motives. In this we perceive 
the talent of the Greeks for giving to an idea the outward and visible 
form most befitting it. In the poems of Tyrtzeus we see before us 
the determined hoplite firmly fixed to the earth, with feet apart, 
pressing his lips with his teeth, holding his large shield against the 
darts of the distant enemy, and stretching out his spear with a strong 
hand against the nearer combatant. That the young, and even the old, 
rise up and yield their places to the brave ; that it beseems the youthful 
warrior to fall in the thick of the fight, as his form is beautiful even in 
death, while the aged man who is slain in the first ranks is a disgrace to 
his younger companion from the unseemly appearance of his body: 
these and similar topics are incentives to valour which could not fail to 
make a profound impression on a people of fresh feeling and simple 
character, such as the Spartans then were. 

That these poems (although the author of them was a foreigner) 
breathed a truly Spartan spirit, and that the Spartans knew how to value 
them, is proved by the constant use made of them in the military expe- 
ditions. When the Spartans were on a campaign, it was their custom, 
after the evening meal, when the pean had been sung in honour of the 
Gods, to recite these elegies. On these occasions the whole mess did not 
join in the chant, but individuals vied with each other in repeat- 
ing the verses ina manner worthy of their subject. The successful 
competitor then received from the polemarch or commander a larger 
portion of meat than the others, a distinction suitable to the simple taste 
of the Spartans. This kind of recitation was so well adapted to the 
elegy, that it is highly probable that Tyrtazeus himself first published his 
elegies in this manner. The moderation and chastised enjoyment of a 
Spartan banquet were indeed requisite, in order to enable the guests to 
take pleasure in so serious and masculine a style of poetry: among 
guests of other races the elegy placed in analogous circums‘ances natu- 
rally assumed avery different tone. The elegies of Tyrte@us were, how- 
ever, never sung on the march of the army and in the battle itself; for 
these a strain of another kind was composed by the same poet, viz., the 
anapzstic marches, to which we shall incidentally revert hereafter. 

§ 7. After these two ancient masters of the warlike elegy, we shall pass 
to two other nearly contemporary poets, who have this characteristic in 
common, that they distinguished themselves still more in ¢ambic than in 


* Called ‘Vaodjixas 3! treyelas (Suidas) i, e. Lessons and exhortations in elegiag 
verse, 
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elegiae poetry. Henceforward this union often appears: the same poet 
who employs the elegy to express his joyous and melancholy emotions, 
has recourse to the iambus where his cool sense prompts him to censure 
the follies of mankind. This relation of the two metres in question is 
perceptible in the two earliest iambic poets, ARcaiLocuus and Srmo- 
nipes oF Amoraus. The elegies of Archilochus (of which considerable 
fragments are extant, while of Simonides we only know that he com- 
posed elegies) had nothing of that bitter spirit of which his iambics were 
full, but they contain the frank expression of a mind powerfully affected 
by outward circumstances. Probably these circumstances were in great 
part connected with the migration of Archilochus from Paros to Thasos, 
which by no means fulfilled his expectations, as his iambicsshow. Nor 
are his elegies quite wanting in the warlike spirit of Callinus. Archi- 
tochus calls himself the servant of the God of War and the disciple of 
the Muses*; and praises the mode of fighting of the brave Abantes in 
Eubeea, who engaged man to man with spear and sword, and not from 
afar with arrows and slings; perhaps, from its contrast with the prac- 
tice of their Thracian neighbours who, perhaps, greatly annoyed the colo- 
nists in Thasos by their wild and tumultuary mode of warfaret. But 
on the other hand, Archilochus avows, without much sense of shame, 
and with an indifference which first throws a light on this part of the 
Tonic character, that one of the Saians (a Thracian tribe, with whom the 
Thasians were often at war) may pride himself in his shield, which he 
had left behind him in some bushes; he has saved his life, and will get 
ashield quite as good some other time}. In other fragments, Archilo- 
chus seeks to banish the recollections of his misfortunes by an appeal to 
steady patience, and by the conviction that all men are equal sufferers ; 
and praises wine as the best antidote to care§. It was evidently very 
natural that from the custom already noticed among the Spartans, of 
singing elegies after drinking parties (cvproo.a), there should arise a 
connexion between the subject of the poem and the occasion on which it 
was sung ; and thus wine and the pleasures of the feast became the sub- 
ject of the elegy. Symposiac elegies of this kind were, at least in later 
times, after the Persian war, also sung at Sparta, in which, with all 
respect for the gods and heroes, the guests were invited to drinking and 
merriment, to the dance and the song; and, in the genuine Spartan 
feeling, the man was congratulated who had a fair wife at home.| Among 
* Eu) Diya begdrwy wiv ’Evvarloo dumnros 
Ka) Movotwy tpurir daigor trrurrdprevos. 

+ Gaisford, Poet.Gr. Min. frag.4. { 1b. frag. 3. § Frag. 1, v.55 and frag. 7. 

|| It is clear that the elezy of Ion of Chios, the contemporary of Pericles, of 
which Athen. xi. p. 463, has preserved five distichs, was sung in Sparta or in the 
Spartan camp: and moreover, at the royal table (called by Xenophon the Beworia). 
For Spartans alone could have been exhorted to make libations to Hercules, to Ale- 
mene, to Procles, and to the Perseids. The reasonwhy Procles alone is mentioned, 
without Eurysthenes, (the other ancestor of the kings of Sparta,) can only be thatthe 
king saluted in the poem (xaipgirw auérsgos Posts curne re rarne Tt) Was a Proclid, 
—that is, from the date, probably, Archidamus, : 
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the Ionians the elegy naturally took this turn at a much earlier period, 
and all the various feelings excited by the use of wine, in sadness or in 
mirth, were doubtless first expressed in an elegiac form. It is natural 
to expect that the praise of wine was not dissociated from the other orna- 
ment of Ionic symposia, the Hetere (who, according to Greek manners, 
were chiefly distinguished from virgins or matrons by their participation 
in the banquets of men) ; and there is extant a distich of a symposiac 
elegy of Archilochus, in which “the hospitable Pasiphile, who kindly 
receives all strangers, as a wild fig tree feeds many crows,” is ironically 
praised ; in relation to which an anecdote is preserved by Athenzus*. 
This convivial elegy was allowed to collect all the images fitted to drive 
away the cares of life, and to pour a serene hilarity over the mind. 
Hfence it is probable that some beautiful verses of the Tonic poet Asius, 
of Samos, (already mentioned among the epic poets,) belonged to a 
poem of this kind; in which a parasite, forcing himself upon a marriage 
feast, is described with Homeric solemnity and ironical seriousness, as 
the maimed, scarred, and gray-haired adorer of the fragrancy of the kit- 
chen, who comes unbidden, and suddenly appears among the guests a 
hero rising from the mudf. 

§ 8. This joyous tone of the elegy, which sounded in the verses of 
Archilochus, did not however hinder this poet from also employing the 
same metre for strains of lamentation. This application of the elegy 
is so closely connected with its origin from the Asiatic elegies, that it 
probably occurred in the verses of Callinus; it must have come from 
the Ionic coast to the islands, not from the islands to the Ionic coast. 
An elegy of this kind, however, was not a threnos, or lament for the 
dead, sung by the persons who accompanied the corpse to its burial 
place: more probably it was chanted at the meal (called repideurvov) 
given to the kinsmen after the funeral, in the same manner as elegies 
at other banquets. In Sparta also an elegy was recited at the solemni- 
ties in honour of warriors who had fallen for their country. A distich 
from a poem of this kind, preserved by Plutarch, speaks of those whose 
only happiness either in life or death consisted in fulfilling the duties of 
both. Archilochus was induced by the death of his sister's husband, 
who had perished at sea, to compose an elegy of this description, in 
which he expressed the sentiment that he would feel less sorrow at the 
event if Hephestus had performed his office upon the head and the 
fair limbs of the dead man, wrapt up in white linen; that is to say, if 
he had died on land, and had been burnt on a funeral pi'et. 

§ 9. Even in the ruins in which the Greek elegy lies before us, it is 
still the best picture of the race among which it chiefly flourished, viz., 


* Fraem. 44, 
_ t Athen. iii, 125. The earliest certain example of parody, to which we will return 
in the next chapter. On Asius, see above, ch, ix. 


{ Fragm. 6, 
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the Ionian. In proportion as this race of the Greeks became more un- 
warlike and effeminate, the elegy was diverted from subjects relating to 
public affairs and to struggles for national independence. The elegies 
of Miatnermus were indeed in great part political; full of allusions to 
the origin and early history of his native city, and not devoid of the ex- 
pression of noble feelings of military honour; but these patriotic and 
martial sentiments were mingled with vain regrets and melancholy, 
caused by the subjection of a large part of Ionia, and especially of the 
native city of Mimnermus, to the Lydian yoke. Mimnermus flourished 
from about the 37th Olympiad (634 B.c.) until the age of the Seven 
Wise Men, about Olymp. 45 (600 B.c.): as it cannot be doubted that 
Solon, in an extant fragment of his poems, addresses Mimnermus, 
as living—* But if you will, even now, take my advice, erase this; nor 
bear me any ill-will for having thought on this subject better than you; 
alter the words, Ligyastades, and sing—May the fate of death reach me 
in my sixtieth year” (and not as Mimnermus wished, in his eightieth*). 
Consequently the lifetime of Mimnermus, compared with the reigns of 
the Lydian kings, falls in the short reign of Sadyattes and the first part 
of the long reign of Halyattes, which begins in Olymp. 40, 4, B. c. 617, 
The native city of Mimnermus was Smyrna, which had at that time long 
been a colony of the Ionic city Colophont. Mimnermus, in an extant 
fragment of his elegy Nanno, calls himself one of the colonists of 
Smyrna, who came from Colophon, and whose ancestors at a still earlier 
period came from the Nelean Pylos. Now Herodotus, in his accounts 
of the enterprises of the Lydian kings, states that Gyges made war upon 
Smyrna, but did not succeed in taking it, as he did with Colophon. 
Halyattes, however, at length overcame Smyrna in the early part of 
his reignt. Smyrna, therefore, together with a considerable part of 
Tonia, lost its independence during the lifetime of Mimnermus, and lost 
it for eyer, unless we consider the title of allies, which Athens gave to 
its subjects, or the nominal libertas with which Rome honoured many 
cities in this region, as marks of independent sovereignty. It is im- 
portant to form a clear conception of this time, when a people of a neble 
nature, capable of great resolutions and endued with a lively and sus- 


* A020 U por nul yor Eri weiceus, there vodro, pond meyasc’, ars oe Dédiov EPeurdunyy 
nuh psrurcingov, Miyuurrden, ads 0 aude, &e. The emendation of Aryuarrddq for 
dyuiarradi is due toa young German philologist. It is rendered highly probable 
by the comparison of Suidas in Miyveguos. This familiar address completes the 
proof that Mimnermus was then still living. 

+ On the relations of Colophon and Smyrna; see above, ch. v. § 2. 


{ This appears first, because Herodotus, 1. 16, mentions this conquest imme-~ 
diaiely after the battle with Cyaxares (who died 594 u.c.) and the expulsion of the 
Cimmerians; secondly, because, according to Strabo, xiv. p. 646, Smyrna, having 
been divided into separate villages by the Lydians, remained in that state for 400 

ears, until the time of Antigonus, From this it seems that Smyrna fell into the 
hends of the Lydians before 600 B. c,; even in that case the period cannot have 
amounted to more than 300 years, 
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ceptible temperament, but wanting in the power of steady resistance and 
resolute union, bids a half melancholy, half indifferent, farewell to liberty ; 
it is important, I repeat, to form a clear conception of this time and 
this people, in order to gain a correct understanding of the poetical 
character of Mimnermus. He too could take joy in valorous deeds, and 
wrote an elegy in honour of the early battle of the Smyrnaans against 
Gyges and the Lydians, whose attack was then (as we have already 
stated) successfully repulsed. Pausanias, who had himself read this 
elegy*, evidently quotes from itt a particular event of this war in question, 
viz., that the Lydians had, on this occasion, actually made an entrance 
into the town, but that they were driven out of it by the bravery of the 
Smyrneans. To this elegy also doubtless belongs the fragment (pre- 
served by Stobeus), in which an Tonian warrior is praised, who drove 
before him the light squadrons of the mounted Lydians on the plain of 
the Hermus (that is in the neighbourhood of Smyrna), and in whose 
firm valour Pallas Athené herself could find nothing to blame when he 
broke through the first ranks on the bloody battle-field. As in these 
lines the poet refers to what he had heard from his predecessors, who 
had themselves witnessed the hero’s exploits, it is probable that this 
brave Smyrnean lived about two generations before the period at which 
Mimnermus flourished—that is precisely in the time of Gyges. As the 
poet, at the outset of this fragment, says—* Not such, as I hear, was 
the courage and spirit of that warrior,” &c.{, we may conjecture that 
the bravery of this ancient Smyrnean was contrasted with the effemi- 
nacy and softness of the actual generation. It seems, however, that 
Mimnermus sought rather to work upon his countrymen by a melan- 
choly retrospect of this kind, than to stimulate them to energetic deeds 
of valour by inspiriting appeals after the manner of Callinus and 
Tyrteeus: nothing of this kind is cited from his poems. 

§ 10. On the other hand, both the statements of the ancients and the 
extant fragments, show that Mimnermus recommended, as the only 
consolation in all these calamities and reverses, the enjoyment of the 
best part of life, and particularly love, which the gods had given as the 
only compensation for human ills. These sentiments were expressed in 
his celebrated elegy of Nanno, the most ancient erotic elegy of antiquity, 
which took its name from a beautiful and much-loved flute player. Yet 
even this elegy had contained allusions to political events: thus it 
lamented how Smyrna had always been an apple of discord to the neigh- 
bouring nations, and then proceeded with the verses already cited on the 
pes = aay vs onde cae : the founder of Colophon, An- 

cece oned in it. But all these reflections 
on the past and present fortunes of the city were evidently intended only 
torecommend the enjoyment of the pessing hour, as life was only worth 


Picea ee ey -, : 
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having while it could be devoted to love, before unseemly and anxious 
old age comes on*. These ideas, which have since been so often re- 
peated, are expressed by Mimnermus with almost irresistible grace. The 
beauty of youth and love appears with the greater charm when accom- 
panied with the impression of its caducity, and the images of joy stand 
out in the more vivid light as contrasted with the shadows of deep-seated 
inelancholyt. 

§ 11. With this soft Ionian, who even compassionates the God of the 
Sun for the toils which he must endure in order to illuminate the eartht, 
Soton the Athenian forms an interesting contrast. Solon was a man 
of the genuine Athenian stamp, and for that reason fitted to produce by 
his laws a permanent influence on the public and private life of his coun- 
trymen. lirhis character were combined the freedom and susceptibility 
of the Asiatic Jonian, with the energy and firmness of purpose which 
marked the Athenian. By the former amiable and liberal tendencies 
he was led to favour a system of “ live and let live,” which so strongly 
distinguishes his legislation from the severe discipline of the Spartan 
constitutions : by the latter he was enabled to pursue his proposed ends 
with unremitting constancy. Hence, too, the elegy of Solon was dedi- 
cated to the service of Mars as well as of the Muses; and under the 
combined influence of a patriotic disposition like that of Callinus, and 
of a more enlarged view of human nature, there arose poems of which 
the loss cannot be sufficiently lamented. But even the extant fracments 
of them enable us to follow this great and noble-minded man through 
all the chief epochs of his life. 

The elegy of Salamis, which Solon composed about Olymp. 44 (604 
B.C.) had evidently more of the fire of youth in it than any other of his 
poems. The remarkable circumstances under which it was written are 
related by the ancients, from Demosthenes downwards, with tolerable 
avreement, in the following manner. The Athenians had from an 
early period contested the possession of Salamis with the Megarians, and 
the great power of Athens was then so completely in its infancy, that 
they were not able to wrest this island from their Doric neighbours, 
small as was the Megarian territory. The Athenians had suffered so 
many losses in the attempt, that they not only gave up all propositions in 
the popular assembly for the reconquest of Salamis, but even made it 
penal to bring forward such a motion. Under these circumstances, 
Solon one day suddenly appeared in the costume of a herald, with the 
proper cap (7Adoy) upon his head, having previously spread a report 
that he was mad; sprang in the place of the popular assembly upon the 

* That the subject of the elegy should not be contest and war, but the gifts of 
the Muses and Aphrodite for the embellishment of the banquet, is a sentiment also 
expressed by an Jonian later by two generations (Anacreon of Teos), who himself 
also composed elegies: Ob Qirtw ts xenriigs rage warty olvorordluy, Neinsa nul moArtuoy 
daxpuowre Abyes (Athen, xi. p. 463.) 
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stone where the heralds were wont to stand, and sang in an impasswned 
tone an elegy, which began with these words:—* I myself come as a 
herald from the lovely island of Salamis, using song, the ornament of 
words, and not simple speech, to the people.” It is manifest that the 
poet feigned himself to be a herald sent from Salamis, and returned 
from his mission ; by which fiction he was enabled to paint in far live- 
lier colours than he could otherwise have done the hated dominion of the 
Megarians over the island, and the reproaches which many Salaminian 
partizans of Athens vented in secret against the Athenians. He described 
the disgrace which would fall upon the Athenians, if they did not re- 
conquer the island, as intolerable. ‘‘ In that case (he said) I would 
rather be an inhabitant of the meanest island than of Athens; for wher- 
ever I might live, the saying would quickly circulate—‘ This is one of 
the Athenians who have abandoned Salamis in so cowardly a man- 
ner*,?” And when Solon concluded with the words “ Let us go to 
Salamis, to conquer the lovely island, and to wipe out our shame,” the 
youths of Athens are said to have been seized with so eagera desire of 
fighting, that an expedition against the Megarians of Salamis was un- 
dertaken on the spot, which put the Athenians into possession of the 
island, though they did not retain it without interruption. 

§ 12. A character in many respects similar belongs to the elegy of 
which Demosthenes cites a long passage in his contest with /¢schines 
on the embassy. This, too, is composed in the form of an exhortation 
to the people. ‘“ My feelings prompt me (says the poet) to declare to 
the Athenians how much mischief injustice brings over the city, and 
that justice everywhere restores a perfect and harmonious order of 
things.” In this elegy Solon laments with bitter regret the evils in the 
political state of the commonwealth, the insolence and rapacity of the 
leaders of the people, i. e. of the popular party, and the misery of the 
poor, many of whom were sold into slavery by the rich, aud carried to 
foreign couatries. Hence itis clear that this elegy is anterior to Solon’s 
legislation, which, as is well known, abolished slavery for debt, and 
made it impossible to deprive an insolvent debtor of his liberty. 
‘These verses give us a livelier picture of this unhappy period of Athens 
than any historical description. “The misery of the people (says 
Solon) forces itself into every man’s house: the doors of the court-yard 
are no longer able to keep it out; it springs over the lofty wall, and 
finds out the wretch, even if he has fled into the most secret part of 
his dwelling.” 

But in other of Solon’s elegies there is the expression ofa subdued and 
tranquil joy at the ameliorations brought about in Athens by his legisla- 
tive measures (Olymp. 46, 3. 594 8. c.), by which the holders of property 
and the commonalty had each received their due share of consideration and 
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power, and both were protected by a firm shield*. But this feeling of 
calm satisfaction was not of long continuance, as Solon observed and 
soon expressed his opinion in elegies, “‘ that the people, in its ignorance, 
was bringing itself under the yoke of a monarch (Pisistratus), and that 
it was not the gods, but the thoughtlessness with which the people put 
the means of obtaining the sovereign power into the hands of Pisistra- 
tus, which had destroyed the liberties of Athens f.” 

Solon’s elegies were therefore the pure expression of his political feel- 
ings; a mirror of his patriotic sympathies with the weal and woe of his 
country. They moreover exhibit an excited tone of sentiment in the 
poet, called forth by the warm interest which he takes in the affairs of 
the community, and by the dangers which threaten its welfare. The 
prevailing sentiment is a wide and comprehensive humanity. When 
Solon had occasion to express feelings of a different cast—when he 
placed himselfin a hostile attitude towards his countrymen and contem- 
poraries, and used sarcasm and rebuke, he employed not elegiac, but 
iambic and trochaic metres. The elegies of Solon are not indeed quite 
free from complaints and reproaches; but these flow from the regard 
fer the public interests, which animated his poetry. The repose which 
always follows an excited state of the mind, and of which Solon’s elegies 
would naturally present the reflection, was found in the expression of 
hopes for the future, of a calm reliance on the gods who had taken 
Athens into their protection, and a serious contemplation of the conse- 
quences of good or evil acts. From his habits of reflection, and of reli- 
ance on his understanding, rather than his feelings, his elegies contained 
more general remarks on human affairs than those of any of his prede- 
cessors. Some considerable passages of this kind have been preserved ; 
one in which he divides human life into periods of seven years, and 
assigns to each its proper physical and mental occupations }; another in 
which the multifarious pursuits of men are described, and their inability 
to command success ; for fate brings good and ill to mortals, and man 
cannot escape from the destiny allotted to him by the gods§. Many 
maxims of a worldly wisdom from Solon’s elegies are likewise pre- 
served, in which wealth, and comfort, and sensual enjoyment are 
recommended, but only so fat as was, according to Greek notions, con- 
sistent with justice and fear of the gods. On account of these general 
maxims, which are called yvopat, sayings or apophthegms, Solon has 
been reckoned among the gnomic poets, and his poems have been 
denominated gnomic elegies. This appellation is so far correct, that the 
gnomic character predominates in Solon’s poetry; nevertheless it is to 
be borne in mind that this calm contemplation of mankind cannot 


* Fragm. 20. 
+ Fragg. 18,19. The fragm. 18 has received an additional distich from Diod. 
Exe, 1, vil. —x. in Mai Script. vit. Nov. Coll. vol. ii. p. 21. 
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alone constitute an elegy. For the unimpassioned enunciation of moral 
sentences, the hexameter remained the most suitable form: hence the 
sayings of Puocytmes of Miletus (about Olymp. 60, B.C. 540), with 
the perpetually recurring introduction “This, too, is a saying of Phocy- 
lides,” appear, from the genuine remnants of them, to have consisted 
only of hexameters *. 

§ 13. The remains of TuEoenis, on the other hand, belong both in 
matter and form to the elegy properly so called, although in all that 
respects their connexion and their character as works of art, they have 
come down tous in so unintelligible a shape, that at first sight the most 
copious remains of any Greek elegiac poet that we possess—for more 
than 1400 verses are preserved under the name of Theognis-—would 
seem to throw less light on the character of the Greek elegy than the 
much scantier fragments of Solon and Tyrteus. It appears that from 
the time of Xenophon, Theognis was considered chiefly as a teacher of 
wisdom and virtue, and that those parts of his writings which had a 
general application were far more prized than those which referred to 
some particular occasion. When, therefore, in later times it became 
the fashion to extract the general remarks and apophthegms from the 
poets, everything was rejected from Theognis, by which his elegies 
were limited to particular situations, or obtained an individual colour- 
ing; and the gnomology or collection of apophthegms was formed, 
which, after various revisions and the interpolation of some fragments 
of other elegiac poets, is still extant. We know, however, that Theog- 
nis composed complete elegies, especially one to the Sicilian Megari- 
ans, who escaped with their lives at the siege of Megara by Gelon 
(Olymp. 74, 2. 4&3 B.c.); and the gnomic fragments themselves 
exhibit in numerous places the traces of poems which were composed for 
particular objects, and which on the whole could not have been very 
different from the elegies of Tyrteus, Archilochus, and Solon. As in 
these poems of Theognis there is a perpetual reference to political sub. 
jects, it will be necessary first to cast a glance at the condition o. 
Megara in his time. 

§ 14. Megara, the Doric neighbour of Athens, had, after its separation 
from Corinth, remained for a long time under the undisturbed domi- 
nion of a Doric nobility, which founded its claim to the exercise of the 
sovereign power both on its descent, and its possession of large landed 
estates. But before the legislation of Solon, Theagenes had raised him- 
self to absolute power over the Megarians by pretending to espouse 


* Two distichs cited under the name of Phocylides, in which in the first person 
he expresses warmth and fidelity to friends, are probably the fragment of nit Ste 
On the other hand, there isa distich which has the appearance of a jocular ap ey ih 
to the yvauer, almost of a self-parody :— : a 
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the popular cause. After he had been overthrown, the aristocracy was 
restored, but only for a short period, as the commons rose with vio- 
lence against the nobles, and founded a democracy, which however led 
to such a state of anarchy, that the expelled nobles found the means of 
regaining their lost power. Now the pcetry of Theognis, so far as its 
political character extends, evidently falls in the beginning of this 
democracy, probably nearer to the 70th (500 z.c.) than the 60th 
Olympiad (540 B.c.) : for Theognis, although according to the ancient 
accounts he was born before the 60th Olympiad, yet from his own verses 
appears to have lived to the Persian war (Olymp. 75. 480 B.c.). Re- 
volutions of this kind were in the ancient Greek states usually accom- 
panied with divisions of the large landed estates among the commons ; 
and by a fresh partition of the Megarian territory, made by the 
democratic party, Theognis, who happened to be absent on a voyage, 
was deprived of the rich heritage of his ancestors. Hence he longs for 
vengeance on the men who had spoiled him of his property, while he 
himself had only escaped with his life ; like a dog who throws every thing 
away in order to cross a torrent *, and the cry of the crane, which gives 
warning of the season of tillage, reminds him of his fertile fields now in 
other men’s handst. ‘These fragments are therefore full of allusions to 
the violent political measures which in Greece usually accompanied the 
accession of the democratic party to power. One of the principal 
changes on such occasions was commonly the adoption into the sove- 
reign community of Perici, that is, cultivators who were before excluded 
from all share in the government. Of this Theognis says}, “ Cyruus, 
this city is still the city, but a different people are in it, who formerly 
knew nothing of courts of justice and laws, but wore their country dress 
of goat skins at their work, and like timid deer dwelt at a distance from 
the town. And now they are the better class; and those who were 
formerly noble are now the mean: who can endure to see these 
things?” The expressions good and bad men (yao, écOdot and 
kaxot, Cecdol), which in later times bore a purely moral signification, are 
evidently used by Theognis in a political sense for nobles and commons ; 
or rather his use of these words rests in fact upon the supposition that a 
brave spirit and honourable conduct can be expected only of men de- 
scended from a family long tried in peace and war. Hence his chiet 
complaint is, that the good man, that is, the noble, is now of no account 
as compared with the rich man; and that wealth isthe only object of 
all. “ They honour riches, and thus the good marries the daughter ot 
the bad, and the bad marries the daughter of the good: wealth cor- 
rupts the blood§. Hence, son of Polypas, do not wonder if the race of 
the citizens loses its brightness, for good and bad are confounded toge- 
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ther ¥.” ‘Tneognis doubtless made this complaint on the debasement of 
the Megarian nobility with the stronger feeling of bitterness, as he him- 
self had been rejected by the parents of a young woman, whom he had 
desired to marry, and a far worse man, that is, a man of plebeian blood, 
had been preferred to him+. Yet the girl herself was captivated with 
the noble descent of Theognis : she hated her ignoble husband, and 
came disguised to the poet, “ with the lightness of a little bird,” as he 
says {. 

With regard to the union of these fragments into entire elegies, it is 
important to remark that all the complaints, warnings, and lessons 
having a political reference, appear to be addressed to a single young 
friend of the poet, Cyrnus, the son of Polypac§. Wherever other 
names occur, either the subject is quite different, or it is at least treated 
ina different manner. Thus there is a considerable fragment of an 
elecy addressed by Theognis to a friend named Simonides, at the time 
of the revolution, which in the poems addressed to Cyrnus is described 
as passed by. In this passage the insurrection is described under the 
favourite image of a ship tossed about by winds and waves, while the 
crew have deposed the skilful steersman, and entrusted the guidance of 
the helm to the common working sailor. ‘“* Let this (the poet adds) be 
revealed to the good in enigmatic language ; yet a bad man may under- 
stand it, if he has sense||.” It is manifest that this poem was composed 
during a reign of terror, which checked the freedom of speech; on the 
other hand, in the poems addressed to Cyrnus, Theognis openly dis- 
plays all his opinions and feelings. So far is he from concealing his 
hatred of the popular party, that he wishes that he could drink the 
blood of those who had deprived him of his property {. 

§ 15. On attempting to ascertain more precisely the relation of Cyrnus 
to Theognis, it appears that the son of Polypas was a youth of noble 
family, to whom Theognis bore a tender, but at the same time paternal, 
regard, and whom he desires to see a “ood” c'tizen, in his sense of 
the word. The interest felt by the poet in Cyrnus probably appeared 
much more clearly in the complete elegies than in the gnomic extracts 
now preserved, in which the address to Cyrnus might appear a mere 
superfluity, Several passages have, however, been preserved, in which 
the true state of his relation to Theognis is apparent. “Cyrus (says 
the poet) when evil befals you, we all weep; but grief for others is with 

* vy. 189, seq. + v. 261, seq. T volool. 

§ Elmsley has remarked that Ioavreldn isto be read as a patronymic, The 
remark is certain, as MoAvrwidn never occurs before a consonant, but nine times be- 
fore a vowel, and moreover in passages where the verse requires a dactyl. The 


exhortations with the addresses Kvgve and Toavraldn are also closely connected. 
worvares (with the long «) has the same meaning as ssAvrdéuay, a rich proprietor. 
|| In v. 667—82 there is a manifest allusion to the yiis ava dacwes in the verses 
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you only a transient feeling.” “TI have given you wings, with which 
you will fly over sea and land, and will be present at all banquets, as 
young men will sing of you to the flute. Even in future times your 
name will be dear to all the lovers of sone, so long as the earth and sun 
endure. But to me you shew but little respect, deceiving me with 
words like a little boy +.” It is plain that Cyrnus did not place in 
Theognis that entire confidence which the poet desired. It cannot, 
however, be doubted that these affectionate appeals and tender re- 
proaches are to be taken in the sense of the earlier and pure Doric cus- 
tom, and that no connexion of a criminal nature is to be understood, 
with which it would be inconsistent that the poet recommends a married 
life to the youth {. Cyrnus also is sufficiently old to be sent as asacred 
envoy (Gewpdc) to Delphi, in order to bring back an oracle to the city. 
The poet exhorts him to preserve it faithfully, and not to add or to omit 
a word §. 

The poems of Theognis, even in the form in which they are extant, 
place us in the middle of a circle of friends, who formed a kind of eat- 
ing society, like the philitia of Sparta, and like the ancient public tables 
of Megara itself. The Spartan public tables are described to us as a 
kind of aristocratic clubs ; and these societies in Megara might serve to 
awaken and keep alive an aristocratic disposition. Theognis himself 
thinks that those who, according to the original constitution of Megara, 
possessed the chief power, were the only persons with whom any one 
ought to eat and drink, and to sit, and whom he should strive to please |}. 
It is therefore manifest that all the friends whom Theognis names, not 
only Cyrnus and Simonides, but also Onomacritus, Clearistus, Demo- 
cles, Demonax, and ‘Timagoras, belonged to the class of the “ good,” 
although the political maxims are only addressed to Cyrnus. Various 
eyents in the lives of these friends, or the qualities which each shewed 
at their convivial meetings, furnished occasions for separate, but probably 
short elegies. Inone the poet lamentsthat Clearistus should have made 
an unfortunate voyage, and promises him the assistance which is due to 
one counected with his family by ancient ties of hospitality]: in ano- 
ther he wishes a happy voyage to the same or another friend**. ‘To 
Simonides, as being the chief of the society, he addresses a farewell 
elegy, exhorting him to leave to every guest his liberty, not to detain any 
one desirous to depart, or to waken the sleeping, &c.}t; and to Onoma- 
critus the poet laments over the consequences of inordinate drinking {f. 
Few of the persons whom he addresses appear to have been without 
this circle of friends, although his fame had even in his lifetime spread 


* y. 655, seq. T v. 237, seq. t v- 1225. 
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far beyond Megara, by means of his travels as well as of his poetry ; 
and his elegies were sung in many symposia *. 

The poetry of Theognis is full of allusions to symposia: so that from 
it a clear conception of the outward accompaniments of the elegy may 
be formed. When the guests were satisfied with eating, the cups were 
filled for the solemn libation; and at this ceremony a prayer was offered 
to the gods, especially to Apollo, which in many districts of Greece was 
expanded into a pean. Here began the more joyous and noisy part of 
the banquet, which Theognis (as well as Pindar) calls in general 
xOpoc, although this word in a narrower sense also signified the tumul- 
tuous throng of the guests departing from the feast t. Now the Comos 
was usually accompanied with the flute {: hence Theognis speaks in so 
many places of the accompaniment of the flute-player to the poems sung 
in the intervals of drinking § ; while the lyre and cithara (or phorminx) 
are rarely mentioned, and then chiefly in reference to the song at the 
libation ||. And this was the appropriate occasion for the elegy, which 
was sung by one of the guests to the sound ef a flute, being either 
addressed to the company at large, or (as is always the case in Theognis) 
to a single guest. 

§ 16. We have next to speak of the poems of a man different in his 
character from any of the elegiac poets hitherto treated of; a philoso- 
pher, whose metaphysical speculations will be considered in a future 
chapter. XeNopHANES of Colophon, who about the 68th Olympiad 
(508 B.C.) founded the celebrated school of Elea, at an earlier period, 
while he was still living at Colophon, gave vent to his thoughts and 
feelings on the circumstances surrounding him, in the form of elegies{. 
These elegies, like those of Archilochns, Solon, Theognis, &c. were 
symposiac: there is preserved in Atheneus a considerable fragment, in 
which the beginning of a symposion is described with much distinctness 
and elegance, and the guests are exhorted, after the libation and song 
of praise to the gods, to celebrate over their cups brave deeds and the 
exploits of youths (i.e. in eleyiac strains) ; and not to sing the fictions 


* Theognis himself mentions that he had been in Sicily, Eubea, and Sparta, v. 
387, seq. InSicily he composed the elegy for his countrymen, which has been men- 
tioned in the text, the colonists from Megara of Megara Hyblea. The verses 89]—4 
must have been written in Kuba. Many allusions to Sparta occur, and the pas- 
sage v. 8S0—4 is probably from an elegy written by Theognis fora Spartan friend, 
who hada vineyard on Taygetus. The most difficult of explanation arev. 1200 and 
1211, seg., which can searcely be reconciled with the circumstances of the life of 
Theognis. 

+ See Theogn. v. 829,940, 1046, 1065, 1207. 
t See above §2. 
§ v. 241, 761, 825, 941, 975, 1041, 1056, 1065. 
|| v.534, 761, 791, 
| There are, however, in Diogenes Laertius elegiac verses of Xenophanes, in 


which he states himself to be ninety-two years old, and speaks of his wanderings 
in Greece, 
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of ancient poets on the battles of Titans, or giants, or centaurs, and such 
like stories. From this it is evident that Xenophanes took no pleasure in 
the ordinary amusements at the banquets of his countrymen; and from 
other fragments of the same writer, it also appears that he viewed the 
life of the Greeks with the eye of a philosopher. Not only does he blame 
the luxury of the Colophonians, which they had learnt from the 
Lydians*, but also the folly of the Greeks in valuing an athlete who had 
been victorious at Olympia in running or wrestling, higher than the 
wise man; a judgment which, however reasonable in our eyes, must 
have seemed exceedingly perverse to the Greeks of his days. 

§ 17, As we intend in this chapter to bring down the history of the 
elegy to the Persian war, we must also mention Srmonrves of Ceos, the 
renowned lyric poet, the early contemporary of Pindar and Hschylus, 
and so distinguished in elegy that he must be included among the great 
masters of the elegiac song. Simonides is stated to have been vic- 
torious at Athens over Aischylus himself, in an elegy in honour of those 
who fell at Marathon (Olymp. 72, 3; 490 8.c.), the Athenians having 
instituted a contest of the chief poets. The ancient biographer of Aés- 
chylus, who gives this account, adds in explanation, that the elegy re- 
quires a tenderness of feeling which was foreign to the character of 
fEschylus. To what a degree Simonides possessed this quality, and in 
general how great a master he was of the pathetic is proved by his cele- 
brated lyric piece containing the lament of Danae, and by other remains 
of his poetry. Probably, a'so, in the elegies upon those who died at 
Marathon and at Platea, he did not omit to bewail the death of so many 
brave men, and to introduce the sorrows of the widows and orphans, 
which was quite consistent with a lofty patriotic tone, particularly at the 
end of the poem. Simonides likewise, like Archilochus and others, 
used the elegy as a plaintive song for the deaths of individuals ; at least 
the Greek Anthology contains several pieces of Simonides, which appear 
not to be entire epigrams, but fragments of longer elegies lamenting 
with heartfelt pathos the death of persons dear to the poet. Among 
these are the verses concerning Gorgo, who dying, utters these words to 
her mother :— Remain here with my father, and become with a happier 
fate the mother of another daughter, who may tend you in your old 
age.”” 

From this example we again see how the elegy in the hands of 
different masters sometimes obtained a softer and more pathetic, and 
sometimes a more manly and robust tone. Nevertheless there is no 
reason for dividing the elegy into different kinds, such as the military, 
political, symposiac, erotic, threnetic, and gnomic; inasmuch as some of 


* The thousand persons cloathed in purple, who, be/ure the lime of the Tyrants, 
were, according to Xenophanes (in Athen. xii. p. 526), together in the market-place, 
formed an aristocratic body among the citizens (74 voa/rsuuza) 5 such as, at this time 
of transition from the ancient hereditary aristucraeies to democracy, also existed in 
Rhegium, Locri, Croton, Agrigentum and Cyme in Atolis. 
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these cnaracters are at times combined in the same poem. Thus the 
elegy was usually, as we have seen, sung at the symposion ; and, in most 
cases, its main subject is political; after which it assumes either an 
amatory, a plaintive, orasententious tone. At the same time the elegy 
always retains its appropriate character, from which it never departs. 
The feelings of the poet, excited by outward circumstances, seek a vent 
at the symposion, either amidst his friends or sometimes in a larger 
assembly, and assume a poetical form. A free and full expression of the 
poet's sentiments is of the essence of the Greek elegy. This giving a 
vent to the feelings is in itself tranquillizing; and as the mind disbur- 
dens itself of its alarms and anxieties a more composed state naturally 
ensued, with which the poem closed. When the Greek nation arrived at 
the period at which men began to express in a proverbial form general 
maxims of conduct,—a period beginning with the age of the Seven Wise 
Men, these maxims, or yv@par, were the means by which the elegiac poets 
subsided from emotion into calmness. So far the elegy of Solon, Theog- 
nis, and Xenophanes, may be considered as gnomic, although it did not 
‘therefore assume an essentially new character. That in the Alexandrine 
period of literature the elegy assumed a different tone, which was, mm 
part, borrowed by the Roman poets, will be shown in a future chapter. 
§ 18. This place is the most convenient for mentioning a subordinate 
kind of poetry, the epigram, as the elegiac form was the best suited to 
it; although there are also epigrams composed in hexameters and other 
metres. The epigram was originally (as its name purports) an inscrip- 
tion on a tombstone, on a votive offering in a temple, or on any other 
object which required explanation. Afterwards, from the analogy of 
these real epigrams, thoughts, excited by the view of any object, and 
which might have served as an inscription, were called epigrams, and 
expressed in the same form. That this form was the elegiac may have 
arisen from the circumstance that epitaphs appeared closely allied with 
Jaments for the dead, which (as has been already shown) were at an 
early period composed in this metre. However, as this elegy compre- 
hended all the events of life which caused a strong emotion, so the 
epigram might be equally in place on a monument of war, and on the 
sepulchral pillar of a beloved kinsman or friend. It is true that the 
mere statement of the purpose and meaning of the object,—for exam- 
ple, in a sacred offering, the person who gave it, the god to whom it was 
dedicated, and the subject which it represented—was much prized, if 
made with conciseness and elegance ; and epigrams of this kind were 
often ascribed to renowned poets, in which there is no excellence 
besides the brevity and completeness of these statements, and the per- 
fect adaptation of the metrical form to the thought. Nevertheless, in 
general, the object of the Greek epigram is to ennoble a subject by 
elevation of thought and beauty of language. ‘The unexpected turn of 
the thought and the pointedness of expression, which the moderns con 
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sider as the essence of this species of composition, were not required in 
the ancient Greek epigram; in which nothing more is requisite than that 
the entire thought should be conveyed within the limits of a few dis- 
tichs: and thus in the hands of the early poets the epigram was 
remarkable for the conciseness and expressiveness of its language ; 
differing in this respect from the elegy, in which a full vent was given 
to the feelings of the poet. 

Epigrams were probably composed in an elegiae form, shortly after 
the time when the elegy first arose; and the Anthology contains some 
under the celebrated names of Archilochus, Sappho, and Anacreon. 
No peculiar character, however, is to be observed in the genuine epi- 
grams of this early period. It was Simonides, with whom we have 
closed the series of elegiac poets, who first gave to the epigram the 
perfection of which, consistently with its purpose, it was capable. In 
this respect Simonides was favoured by the circumstances of his time ; 
for on account of the high consideration which he enjoyed both in 
Athens and Peloponnesus, he was frequently employed by the states 
which fought against the Persians to adorn with inscriptions the tombs 
of their fallen warriors. The best and most celebrated of these epi- 
taphs is the inimitable inscription on the Spartans who died at 'Ther- 
mopyle, which actually existed on the spot: “ Foreigner, tell the 
Lacedemonians that we are lying here in obedience to their laws *.” 
Never was heroic courage expressed with such calm and unadorned 
grandeur. In all these epigrams of Simonides the characteristic peculia- 
rity of the battle in which the warriors fell is seized. Thus in the 
epigram on the Athenians who died at Marathon—“ Fighting in the 
van of the Greeks, the Athenians at Marathon destroyed the power of 
the glittering Medianst.” There are besides not a few epigrams of 
Simonides which were intended for the tormbstones of individuals: 
among these we will only mention one which differs from the others in 
being a sarcasm in the form of an epitaph. It is that on the Rhodian 
lyric poet and athlete Timocreon, an opponent of Simonides in his art : 
“ Having eaten much, and drunk much, and said much evil of other 
men, ‘here I lie, Timocreon the Khodian }{.”? With the epitaphs are 
naturally connected the inscriptions on sacred offerings, especially where 
both refer to the Persian war ; the former being the discharge of a debt 
to the dead, the latter a thanksgiving of the survivors to the gods, 
Among these one of the best refers to the battle of Marathon, which, 
from the neatness and elegance of the expression, loses its chief beauty 
in a prose translation §. It was inscribed on the statue of Pan, which 


* Simonides, fr 27. ed. Gaisford, 

+ In Lycurgus and Aristides. t Fr, 58 

§ The words are these (fr. 25— 
Tay remyorouy tus Wave, iv’ Agndda, roy ware Mibu, 
Tov per’ Abnvainy ornare Miariaans. 
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the Athenians had set up ina grotto under their acropolis, because the 
Arcadian god had, according to the popular belief, assisted them at 
Marathon. “ Miltiades set up me, the cloven-footed Pan, the Area- 
dian, who took part against the Medians, and with the Athenians.” 
But Simonides sometimes condescended to express sentiments which he 
could not have shared, as in the inscription on the tripod consecrated at 
Delphi, which the Greeks afterwards caused to be erased: “ Pausanias, 
the commander of the Greeks, having destroyed the army of the Medes, 
dedicated this monument to Phaebus*.” These verses express the arro- 
gance of the Spartan general, which the good sense and moderation of 
the poet would never have approved. The form of nearly all these epi- 
grams of Simonides is the elegiac. Simonides usually adhered to it 
except when a name (on account of a short between two long syllables) 
could not be adapted to the dactylic metret ; in which cases he employed 
trochaic measures. ‘The character of the language, and especially the 
dialect, also remained on the whole true to the elegiac type, except that 
in inscripuons for monuments designed for Doric tribes, traces of the 
Dorie dialect sometimes occur. 


CHAPTER XI. 


§ 1. Striking contrast of the Iambic and other contemporaneous Poetry.—§ 2. 
Poetry in reference to the bad and the vulgar.—§ 3. Different treatment of it in 
Homer and Hesiod.—§ 4. Homeric Comie Poems, Margites, &e.—§ 5. Seurri- 
lous songs at meals, at the worship of Demeter; the Festival of Demetero /} aros 
the cradle of the Iambie poetry of Archilochus.—§ 6. Date and Publie Life of 
Archilochus.—§ 7. His Private Life; subject of his lambics.—§ 8. Metrical form 
of his iambic and trochaic verses, and different application of the two asynarteies ; 
epodes.—§ 9. Inventions and innovations in the musical recitation.—§ 10. In- 
novations in Language.—§ 11. Simonides of Amorgus ; his Satirical Poem against 
Women.—J 12, Solon’s iambics and trochaics——§ 13. Iambie Poems of Hippo- 
nax; invention of eholiambics ; Ananias.—§ 14. The Fable 3 its application 
among the Greeks, especially in Iambic poetry.—§ 15. Kinds of the Fable, named 
after different races and cities.—§ 16. Alsop, his Life, and the Character of his 

- Fables.—§ 17, Parody, burlesques in an epic form, by Hipponax.—f 18. Batra- 
chomyomachia. 


§ 1. Tne kind of poetry distinguished among the ancients by the name 
Tambic, was created by the Parian poet Archilochus, at the same time 
as the elegy. In entering on the consideration of this sort of poetry, 
and in endeavouring by the same process as we have heretofore em- 
ployed to trace its origin to the character of the Grecian people, and to 
estimate its poetical and moral value, we are met at the first glance by 
facts more difficult, and apparently more impossible of comprehension, 
than any we have hitherto encountered. Ata time when the Greeks 


* Fr, 40. 


As Apyevadrns, Irrévixess 
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accustomed ouly to the calm unimpassioned tone of the Epos, had but 
just found a temperate expression of livelier emotions in the elegy, 
this kind of poetry, which has nothing in common with the Epos, 
either in form or in matter, arose. It was a light tripping measure, 
sometimes loosely constructed or purposely halting and broken, aud 
well adapted to vituperation, unrestrained by any regard to morality or 
decency*. 

The ancients drew a lively image of this bitter and unscrupulous 
spirit of slanderous attack in the well-known story of the daughters of 
Lycambes, who hanged themselves from shame and vexation. Yet 
this sarcastic Archilochus, this venomous libeller, was esteemed by 
antiquity not only an unrivalled master in his peculiar line, but, gene- 
rally, the first poet after Homert. Where, we are compelled to ask, 
is the soaring flight of the soul which distinguishes the true poet ? 
Where that beauty of delineation which confers grace and dignity even 
on the most ordinary details ? 

§ 2. But Poetry has not only lent herself, in every age, to the descrip- 
tions of a beautiful and magnificent world, in which the natural powers 
revealed to us by our own experience are invested with a might and a 
perfection surpassing truth: she has also turned back her glance upon 
the reality by which she was surrounded, with all its wants and its 
weaknesses ; and the more she was filled with the beauty and the 
Majestic grace of her own ideal world, the more deeply did she feel, 
the more vividly express, the evils and the deficiencies attendant on 
man’s condition. The modes in which Poetry has accomplished this 
have been various; as various as the tempers and the characters of 
those whom she has inspired. 

A man of a serene and cheerful cast of mind, satisfied with the order 
of the universe, regarding the great and the beautiful in nature and 
in human things with love and admiration, though he distinctly per- 
ceives the defective and the bad, dves not suffer his perception of 
them to disturb his enjoyment of the whole: he contemplates it as the 
shade in a picture, which serves but to bring out, not to obscure, the 
brilliancy of the principal parts. A light jest drops from the poet’s 
tongue, a pitying smile plays on his lip; but they do not darken or 
deform the lofty beauty of his creations. 

The thoughts, the occupations, of another are more intimately 
blended with the incidents and the conditions of social and civil life ; and 
as a more painful experience of all the errors and perversities of mau 
is thus forced upon him, his voice, even in poetry, will assume a more 
angry and vehement tone. And yet even this voice of harsh rebuke 


* Avoctvres Tapper, raging iambics, says the Emperor Hadrian. (Brunck, Anal. ii. 
p- 286.) . ae . 
“In celeres iambos misit furentem.’’ Horace. 
{ Maximus poeta aut certe summo proximus; as he is called in Valerius Maximus, 
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may be poetical, when it is accompanied bya pure and noble conception 
of things as they ought to be. 

Yet more, the poet may himself suffer from the assaults of human 
passions. He may himself be stained with the vices and the weak- 
nesses of human nature, and his voice may be poured forth from amidst 
the whirl and the conflict of the passions, and may be troubled, not only 
by disgust at the sight of interruptions to the moral order of the world, 
but by personal resentments and hatreds. The ancients in their 
day, and we in ours, have bestowed admiring sympathy on such a poet, 
if the expressions of his scorn and his hate did but betray an unusual 
vehemence of feeling and vigour of thought ; and if, through all the 
passionate confusion of his spirit, gleams of a nature susceptible of 
noble sentiments were apparent; for the impotent rage of a vulgar 
mind will never rise to the dignity of poetry, even though it be adorned 
with all the graces of language. 

§ 3. Here, as in many other places, it will be useful to recur 
to the two epic poets of antiquity, the authors of all the principles 
of Greek literature. Homer, spite of the solemnity and _ loftiness 
of epic poetry, is full of archness and humour; but it is of that 
cheerful and good-natured character which tends rather to increase 
than to disturb enjoyment. Thersites is treated with unqualified 
severity; and we perceive the peculiar disgust of the monarchi- 
cally disposed poet at such inciters of the people, who slander every- 
thing distinguished and exalted, merely because they are below 
it. But it must be remarked that Thersites is a very subordinate 
figure in the group of heroes, and serves only as a foil to those 
who, like Ulysses, predominate over the people as guides and 
rulers. When, however, persons of a nobler sort are exhibited in 
a comic light, as, for instance, Agamemnon, blinded by Zeus and 
confident in his delusion and in his supposed wisdom*, it is done 
with such a delicacy of handling that the hero hardly loses any of his 
dignity in our eyes. In this way the comedy of Homer (if we may 
use the expression) dared even to touch the gods, and in the loftiest 
regions found subjects for humorous descriptions: for, as the gods 
presided over the moral order of the universe only as a body, and no 
individual god could exercise his special functions without regard to the 
prerogatives of others, Ares, Aphrodite, and Hermes might serve as 
types of the perfection of quarrelsome violence, of female weakness, and 
of finished cunning, without ceasing to have their due share of the 
honours paid to divinity. 

Of a totally different kind is the wit of Hesiod; especially as it is 
employed in the Theogony against the daughters of Pandora, the femate 
sex, ‘This has its source in a strong feeling of disgust and indignation, 


* See ch. v. § 8. 
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which leads the poet, in the bitterness of his mood, to overstep the bounds 
of justice, and to deny all virtue to women. 

In the Works and Days, too, which afford him frequent opportunities 
for censure, Hesiod is not deficient in a kind of wit which exhibits the 
bad and the contemptible with striking vigour; but his wit is never 
that gay humour which characterises the Homeric poetry, of which 
it is the singular property to reconcile the frail and the faulty with the 
grand and the elevated, and to blend both in one harmonious idea. 

§ 4. Before, however, we come to the consideration of the third stage 
of the poetical representation of the bad and the despicable, the exist- 
ence of which we have hinted at in our mention of Archilochus, we must 
remark that even the early epic poetry contained not only scattered 
traits of pleasantry and satire, but also entire pictures in the same tone, 
which formed small epics. On this head we have great reason to 
lament the loss of the Margites, which Aristotle, in his Poetics, ascribes, 
according to the opinion current among the Greeks, to Homer himself, 
and regards as the ground-work of comedy, in like manner as he regards 
the Iliad and the Odyssey as the precursors of tragedy. He likewise 
places the Margites in the same class with poems written in the iambic 
metre; but he seems to mean that the iambus was not employed 
for this class of poetry till subsequently to this poem. Hence it 
is extremely probable that the iambic verses which, according to 
the ancient grammarians, were introduced irregularly into the Mar- 
gites, were interpolated in a later version, perhaps by Pigres the Hali- 
carnassian, the brother of Artemisia, who is also called the author 
of this poem*. 

From the few fragments and notices relative to the Homeric Margites 
which have come down to us, we can gather that it was a representa- 
tion of a stupid man, who had a high opinion of his own cleverness, for 
he was said “to know many works, but know all badlyt;” and we 
discover from a story preserved by Eustathius that it was necessary to 
hold out to him very subtle reasons to induce him to do things which 
required but a very small portion of intellect f. ' 

There were several other facetious small epics which bore the name of 
Homer; such as the poem of the Cercopes, those malicious, and yet merry 
elves whom Hercules takes prisoners after they have played him many 
mischievous tricks, and drags them about till they escape from him by 


* Thus the beginning of the Margites was as follows — 
THAGE vis tis KoroQuva yews na) bios casdes, 
Moucdwy beparmy xa) txnporou "Aminduves, 
Birns tacwy tv epi pboyyav Ug. 
Concerning Pigres, see below, § 18. He also interpolated the Iliad with penta- 
meters. +) wis { 
+ Wsan amloruro tpyu, nants 0 nalorare wave. 
t Eustath. ad Od. x, 552, p, 1669, ed. Rom. 
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fresh stratagems; the Batrachomyomachia, which we shall have occa- 
sion to mention hereafter as an example of parody; the Seven 
times shorn Goat (até émrémexroc), and the Song of the Fieldfares 
(émuxexdldec), which Homer is said to have sung to the boys for field- 
fares. Some few such pleasantries have come down to us, particularly the 
poem of the Pot-kiln (kdpuvoe i} Kepapic), which applies the imagina- 
tion and mythological machinery of the epic style to the business of 
pottery. 

§ 5. These humorous poems are too innocuous and too free from 
personal attacks to have much resemblance to the caustic iambics of 
Archilochus. More akin to them undoubtedly were the satirical songs 
which, according to the Homeric hymn to Hermes, the young men sang 
extemporaneously in a sort of wanton mutual defiance*. At the public 
tables of Sparta, also, keen and pointed raillery was permitted, and con- 
versation seasoned with Spartan salt was not held to afford any reasonable 
ground of offence to those who took part in it. But an occasion for yet 
more audacious and unsparing jest was afforded to the Greeks by some 
of the most venerable and sacred of their religious rites—the per- 
mission, or rather encouragement to wanton and unrestrained jokes 
on everything affording matter for such ebullitions of mirth, con- 
nected with certain festivals of Demeter, and the deities allied to her. 
Tt was a law at these festivals that the persons engaged in their cele- 
bration should, on certain days, banter all who came in their way, and 
assail thein with keen and licentious railleryt. This was the case at the 
mystic festival of Demeter at Eleusis, among others. Hence, also, Ari- 
stophanes in the Frogs introduces a chorus of the initiated, who lead 
a blissful life in the infernal regions, and makes them pray to Demeter 
that she would grant them to sport and dance securely the livelong 
day, ana have much jocose and much serious talk ; and, if the festival 
had been worthily honoured by jest and merriment, that they might be 
crowned as victors. The chorus also, after inviting the jolly god 
Tacchus to take part in its dances, immediately proceeds to exercise 
its wit in satirical verses on various Athenian demagogues and cowards, 


* v.55 seq. 8 abroryeding .... nee xougas 
< \ , ’ t 
nBnral baring: wagaiBoru xeoroptovory. 


_ + Concerning the legality of this religious license there is an important passage 
in Aristotle, Pol. vii. 15. We will set down the entire passage as we understand it: 
“ As we banish from the state the speaking of indecent things, it is ¢!: r that we 
also prohibit indecent pictures and representations. The magistrate must therefore 
provide that no statue or picture of this kind exist, except for certain deities, of the 
class to which the law allows scurrilous jesting (is xal viv twhacuiy axrad!ducw 6 
voeos). At temples of this kind the law also permits all persons of a mature age to 
pray to the gods for themselves, their children and wives. But younger persons 
ought to be prohibited from being present at the ceertation of jambic verses, or at 
comedies, until they have reached the age at which they may sit at table and drink 
to intoxication,” ‘ : 
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This raillery was so ancient and inveterate a custom that it had given 
rise toa peculiar word, which originally denoted nothing but the Jests 
and banter used at the festivals of Demeter, namely, Zambus*. This 
was soon converted into a mythological person, the maid Iambe, who by 
some jest first drew a smile from Demeter bewailing her lost daughter, 
and induced her to take the barley drink of the cyceon; a legend 
native to Eleusis, which the Homerid who composed the hymn _ to 
Demeter has worked up into an epic form. If we consider that 
according to the testimony of the same hymn, the island of Paros, the 
birth-place of Archilochus, was regarded as, next to Eleusis, the peculiar 
seat of Demeter and Cora; that the Parian colony Thasos, in the settle- 
ment of which Archilochus himself had a share, embraced the mystic 
rites of Demeter as the most important worshipt ; that Archilochus him- 
self obtained the prize of victory over many competitors for a hymn to 
Deineter, and that one whole division of his songs, called the Io-bacchi, 
were consecrated to the service of Demeter and the allied worship of 
Bacchus{; we shall entertain no doubt that these festal customs af- 
forded Archilochus an occasion of producing his unbridled iambics, 
for which the manners of the Greeks furnished no other time or place ; 
and that with his wit and talent he created a new kind of poetry out 
of the raillery which had hitherto been uttered extempore. All the 
wanton extravagance which was elsewhere repressed and held in 
check by law and custom, here, under the protection of religion, burst 
forth with boundless license; and these scurrilous effusions were at 
length reduced by Archilochus into the systematic form of iambic 
metre. 

§ 6. The time at which this took place was the same with that in 
which the elegy arose, or but little later. ArcnuiLocués was a son 
of Telesicles, who, in obedience to a Delphic oracle, led a colony from 
Paros to Thasos. The establishment of this colony is fixed by the 
ancients at the 15th or 18th Olympiad (720 or 708 B.c.) ; with which 
it perfectly agrees, that the date at which Archilochus flourished is, 
according to the chronologists of antiquity, the 23rd Olympiad 
(688 B. c.); though it is often placed lower. According to this calcula- 
tion, Archilochus began his poetical career in the latter years of the 


* It is vain to seek an etymology for the word cambus : the most probable suppo- 
sition is, that it originated in exclamations, acAvyyai, expressive of joy. Similar in 
form are églapfbos, the Bacchic festival procession ; divgzuhes, a Bacchic hymn, and 
YéuuBos, also a kind of Bacchic song. 

+ The great painter Polygnotus, a native of Thasos, contemporary with Cimon, 
in the painting of the infernal regions, which he executed at Delphi, repre- 
sented in the boat of Charon the Parian priestess Cleoboea, who had brought this 
mystic worship to Thasos. 

Ahunrpos ayyns xal Kigns ry raviryuew ot Bay, 2 
is snr from these pvems preserved by Hephestion, fragm. 68, Gaisford, 
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Lydian king Gyges, whose wealth he mentions in a verse still extant*® ; 
but is mainly to be regarded as the contemporary of Ardys (from Olymp. 
25, 3 to 37, 4. p.c. 678—29). In another verset he mentions the cala- 
mities of Magnesia, which befel that city through the Treres, and, 
as we have seen, not in the earliest part of Ardys’ reignf. Archilochus 
draws a comparison between the misery of Magnesia and the melancholy 
condition of Thasos, whither he was led by his family, and was dis- 
appointed in his hopes of finding the mountains of gold they had 
expected. The Thasians seem, indeed, never to have been contented 
with their island, though its fertility andits mines might have yielded a 
considerable revenue, and to have tried to get possession of the opposite 
coast of Thrace, abounding in gold and in wine; an attempt which 
involved them in wars not only with the natives of that country—for 
example the Saians §—but also with the early Greek colonists. We 
find in fragments of Archilochus that they had, even in his time, 
extended their incursions so far eastward as to come into conflict 
with the inhabitants of Maronea for the possession of Stryme ||, which 
at a later period, during the Persian war, was regarded as a city of 
the Thasians. Dissatisfied with the posture of affairs, which the poet 
often represents as desperate, (in such expressions as, that the cala- 
mities of all Hellas were found combined in Thasos, that the stone of 
Tantalus was hanging over their heads, &c.,)4] Archilochus must have 
quitted Thasos and returned to Paros, since we are informed by credible 
writers that he lost his life in a war between the Parians and the inha- 
bitants of the neighbouring island of Naxos. 

§ 7. From these facts it appears, that the public life of Archi- 
lochus was agitated and unsettled; but his private life was still more 
exposed to the conflict of contending passions. He had courted a 
Parian girl, Neobule, the daughter of Lycambes, and his trochaic 
poems expressed the violent passion with which she had inspired 
him**, Lycambes had actually promised him his daughtert}, and 
we are ignorant what induced him to withdraw his consent. The rage 
with which Archilochus assailed the family, now knew no bounds; 
and he not only accused Lycambes of perjury, but Neobule and her 
sisters of the most abandoned lives. It is unintelligible how the 
Parians could suffer the exasperated poet to heap such virulent 
abuse on persons with whom he had shortly before so earnestly desired 
to connect himself, had not these iambics first appeared at a fes- 
tival whose solemnization gave impunity to every license; and had it 
not been regarded as a privilege of this kind of poetry to exag- 
gerate at will the evil reports for which any ground existed, and 


* Fragm, 10. {+ Fragm. 71. The reading @z¢/ay in this fragment is conjectural, 
1) See.3H i Comp. ch. x. § 4. § Ch. x. §7. 
See Harpocration in Srevun. @ Fragm. 21,43. ** Fragm. 25, 26. 
Tt This is evident from fr. 83, “Ogov ¥ ivorplaens Hiyay, cAras re Bs naan. 
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in the delineation of offences which deserved some reproof to give 
the reins to the fancy. The ostensible object of Archilochus’s iambies, 
like that of the later comedy, was to give reality to caricatures, every 
hideous feature of which was made more striking by being mag- 
nified. But that these pictures, like caricatures from the hand of a 
master, had a striking truth, may be inferred from the impression which 
Archilochus’s iambics produced, both upon contemporaries and posterity. 
Mere calumnies could never have driven the daughters of Lycambes 
to hang themselves, if, indeed, this story is to be believed, and is 
not a gross exaggeration. But we have no need of it; the uni 
versal admiration which was awarded to Archilochus’s iambics, proves 
the existence of a foundation of truth; for when had a satire which 
was not based on truth universal reputation for excellence? When 
Plato produced his first dialogues against the sophists, Gorgias is said 
to have exclaimed, “ Athens has given birth to a new Archilochus.”’ 
This comparison, made by a man not unacquainted with art, shows 
at all events that Archilochus must have possessed somewhat of the keen 
and delicate satire which in Plato is most severe where a dull listener 
would be least sensible of it. 

§ 8. Unluckily, however, we can form but an imperfect idea of the 
general character and tone of Archilochus’s poetry; and we can 
only lament a loss such as has perhaps hardly been sustained in the 
works of any other Greek poet. Horace’s epodes are, as he himself 
says, formed on the model of Archilochus, as to form and spirit*, but 
not as to subject; and we can but rarely detect or divine a direct imi- 
tation of the Parian poett. 

All that we can now hope to obtain is the knowledge of the external 
form, especially the metrical structure of Archilochus’s poems; and if 
we look to this alone, we must regard Archilochus as one of those 
creative minds which discover the aptest expression for new directions 
of human thought. While the metrical form of the epos was founded 
upon the dactyl, which, from the equality of the arsis and thesis, has a 
character of repose and steadiness, Archilochus constructed his metres 
out of that sort of rhythm which the ancient writers called the double 
(yévoc imdovwv), because the arsis has twice the length of the thesis. 
Hence arose, according as the thesis is at the beginning or the end, the 
iambus or the frochee, which have the common character of lightness 


* Parios ego primus iambos 
Ostendi Latio, numeros animosque secutus 
Archilochi, non res et agentia verba Lycamben. i 
, : (Horat. Ep. i. 19, 23.) 

+ The complaint ,about perjury (Epod. xv.) agrees well with the relations of 
Archilochus to the family of Lycambes. The proposal to go to the islands of the 
blessed, in order to escape all misery, in Epod. xvi., would be more natural in the 
mouth of Archilochus, dffected to the Thasian colony, than in that of Horace. The 


Neobule of Horace is Canidia, but with great alterations. 
— 
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and rapidity. At the same time there is this difference, that the iambus, 
by proceeding from the short to the long syllable, acquires a tone 
of strength, and appears peculiarly adapted to impetuous diction and 
bold invective, while the trochee, which falls from the long to the 
short, has a feebler character. Its light tripping movement appeared 
peculiarly suited to dancing songs; and hence, besides the name of 
trochieus, the runner, it also obtained the name of choreius, the dancer* 
occasionally, however, its march was languid and feeble. Archilochus 
formed long verses of both kinds of feet, and in so doing, with the pur- 
pose of giving more strength and body to these short and weak rhythms, 
he united iambic and trochaic feet in pairs. In every such pair of feet 
(called dipodia), he left the extreme thesis of the dipodia doubtful 
(that is, in the iambic dipodia the first, in the trochaic the last thesis) ; 
so that these short syllables might be replaced by long ones. Archi- 
lochus, however, in order not to deprive the metre of its proper rapidity, 
did not introduce these long syllables so often as Aischylus, for 
example, who sought, by means of them, to give more solemnity and 
dignity to his verses. Moreover, Archilochus did not admit resolutions 
of the long syllables, like the comic poets, who thus made the course of 
the metre more rapid and various. He then united three iambic 
dipodias (by making the same words common to more than one pair 
of feet) into a compact whole, the iambic trimeter: and four trochaic 
dipodias, two of which, however, were divided from the other two 
by a fixed pause (called di@resis), into the trochaic tetrameter. 
Without going more minutely into the structure of the verses, it is suf- 
ficiently evident from what has been said, that these metres were in 
their way as elaborate productions of Greek taste and genius as the 
Parthenon or the statue of the Olympic Jupiter. Nor can there 
be any stronger proof of their perfection than that metres, said to 
have been invented by Archilochust, retained their currency through 
all ages of the Greek poetry; and that although their application was 
varied in many weys, no material improvement was made in their 
structure. 

The distinction observed by Archilochus in the use of them was, that 
he employed the iambic for the expression of his wrath and bitterness, 
(whence nearly all the iambic fragments of Archilochus have a hostile 
bearing,) and that he employed the trochaic as a medium between the 
iambic and the elegiac, of which latter style Archilochus was, as we 
have already seen, one of the earliest cultivators. As compared with 
the elegy, the trochaic metre has less rapidity and elevation of sentiment, 


* According to Aristot. Poet. 4, the trochaic 
xolnois, but the iambic verse is most Acxsixds. 

+ See Plutarch de Musica, c. 28, the chief 
of Archilochus in rhythm and music, 


tetrameter is suited to an deynorixh 


passage on #he numerous inventions 
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and approaches more to the tone of common life; as in the passage* in 
which the poet declares that “he is not fond of a tall general walking 
with his legs apart, with his hair carefully arranged, and his chin well 
shorn; but he prefers a short man, with his legs bent in, treading 
firmly on his feet, and full of spirit and resource.” A personal descrip- 
tion of this kind, with a serious intent, but verging on the comic in its 
tone, would not have suited the elegy; and although reflections on 
the misfortunes of life occur in trochaic as well as in elegiac verses, yet 
an attentive reader can distinguish between the languid tone of the 
latter and the lively tone of the ormer, which would naturally be accom- 
panied in the delivery with appropriate gesticulation. Trochaics were 
also recited by Archilochus at the banquet; but while the elegy was an 
outpouring of feelings in which the guests were called on to parti- 
cipate, Archilocuus selects the trochaic tetrameter in order to re- 
prove a friend for having shamelessly obtruded himself upon a feast 
prepared at the common expense of the guests, without contributing his 
share, and without having been invited t. 

Other forms of the poetry of Archilechus may be pointed out, with a 
view of showing the connexion between their metrical and poetical 
characters. Among these are the verses called by the metrical writers 
asynartetes, or unconnected, and by them said to have been invented by 
Archilochus: they are considered by Plutarch as forming the transi- 
tion to another class of rhythms. Of these difficult metres we will only 
say, that they consist of two metrical clauses or members of different 
kinds; for example, dactylic or anapeestic, and trochaic, which are 
loosely joined into one verse, the last syllable of the first member 
retaining the license of the final syllable of a verse}. ‘This kind of 
metre, which passed from the ancient iambic to the comic poets, has a 
feeble and languid expression, though capable at times of a careless 
grace ; nor was it ever employed for any grave or dignified subject. This 
character especially appears in the member consisting of three pure 
trochees, with which the asynartetes often close ; which was named Ithy- 
phallicus, because the verses sung at the Phallagogia of Dionysus, the 
scene of the wildest revelry in the worship of this god, were chiefly com- 
posed in this metre §. It seems as if the intention had been that after 


* Fragm. 9, 

+ Fragm. 88. -The person reproved is the same Pericles who, in the elcgies, is 
addressed as an intimate friend. (See fragm. 1, and 13).) 

t Archilochus, as well as his imitator Horace, did not allow these two clauses to 
run into one another; but as the comic poets used this liberty (Hephestion, p. 84. 
Gaisf.) it is certain that in Archilochus, "Egacwovidn Xagirnae, | yonud roi yeroiov, for 
example, is to be considered as one verse. ; y 

§ A remarkable example of this class of songs is the poem in which the 
Athenians saluted Demetrius, the son of Antigonus, as a new Bacchus, and which 
is called by Athenawus i#/¢a2.20s. It begins as follows (vi. p. 253 ) :— 

‘Os of wtyioro cay bewy nal PiATrara 
TH Fores WagEITI. , ts 

This poem, by its relaxed and creeping but at the same time elegant and graceful 
tune, characterizes the Athens of that time far better than many declamations of 
rhetorical historians, 
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the effort required in the anapestic or dactylic member, the voice should 
find repose in the trochaic clause, and that the verse should thus proceed 
with agreeable slowness. Hence the soft plaintive tone, which may 
easily be recognised in the fragments of the asynartetes of Archilochus, 
as well as in the corresponding imitations of Horace*. 

Another metrical invention of Archilochus was a prelude to the 
formation of strophes, such as we find them in the remains of the /Kolie 
lyric poets. This was the epodes, which, however, are here to be consi- 
dered not as separate strophes, but only as verses ; that is, as shorter 
verses subioined to longer ones. Thus an iambic dimeter forms an 
epode to a trimeter, an iambic dimeter or trimeter to a dactylic hexa- 
meter, a short dactylic verse to an iambic trimeter, an iambic verse to 
an asynartete; the object often being to give force and energy to the 
languid fall of the rhythm. In general, however, the purposes of these 
epodic combinations are as numerous as their kinds; and if it appears 
at first sight that Archilochus was guided by no principle in the forma- 
tion of them, yet on close examination it will be found that each has 
its appropriate excellence t. 

§ 9. As to the manner in which these metres were recited, so im- 
portant a constituent in their effect, we know thus much,—that the 
uniformity of the rhapsodists’ method of recitation was broken, and that 
a freer and bolder style was introduced, which sometimes passed into 
the zrotesque and whimsical ; although, in general, iambic verses (as we 
have already seen {) were in strictness not sung but rhapsodised. There 
was, however, a mode of reciting iambics introdueed by Archilochus, by 
which some poems were repeated to the time of a musical instru- 
ment, and others were sung§. The paracatalogé, which consisted 
in the interpolation of a passage recited without strict rhythm and 
fixed melody, into a piece composed according to certain rules, 
was also ascribed to Archilochus. Lastly, many entertained the opi- 
nion (which, however, seems doubtful,) that Archilochus introduced 
the separation of instrumental music from singing, to this extent,—that 


* See especially fragm. 24, where Archilochus describes, in asynartetes with 
iambic epodes, the violent love which has consumed his heart, darkened his sight, 
and deprived him of reason; probably in reference to his former love for Neobule, 
which he had then given up. Horace’s eleventh epode is similar in many respects, 

+ When one epode follows fwo verses there is a small strophe, as fragm. 38 :— 

Alvis vis avbowmwy ds, 
@s ap aruank xasrds 
Zoveviny tuskey. 

Ifthe two last verses are here united into one, a prodde is formed, which is the 
reverse of the epode; it ofien occurs in Horace. Another example of a kind of 
strophe is the short strain of victory which Archilochus is said to have composed 
for the Olympic festival to Hercules and Iolaus (fragm. 60) ; two trimeters with 
the ephymnion Tyvarw xararivine. 

{ Chap. iv. § 3. 


Cul ce ND = Sse : 

Qrd pty lau Brian Abysobees raed vhy xerdow, re Y ederbas, Plutarch ubi sup. Probably 
this was connected w th t! e epodic composition; though, according to Plutarch, it 
also occurred in the tragedians, 
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the instrument left the voice, and did not fall in with it till the end , 
while the early musicians accompanied it, syllable for syllable, with 
the same notes on the instrument*. <A peculiar kind of three-cornered 
stringed instrument, called c<ambyce, was also used to accompany iambics, 
and probably dated from the time of Archilochus}. 

§ 10. It was necessary to lay these dry details before the reader in 
order to give an idea of the inventive genius which places Archilochus 
next, in point of originality, to Homer, among the Greek poets. There 
is, however, another remarkable part of the poetical character of Archi- 
lochus, viz., his /anguage. If we can imagine ourselves living at a 
time when only the epic style, with its unchanging solemnity, its abun- 
dance of graphic epithets, and its diffuse and vivid descriptions, was 
cultivated by poets, with no other exception than the recent and slight 
deviation of the elegy, we shall perceive the boldness of introducing 
into poetry a language which, surrendering all these advantages, attempt- 
ed to express ideas as they were conceived by a sober and clear under- 
standing. In this diction there are no ornamental epithets, intended only 
to fill out the image; but every adjective denotes the quality appropriate 
to the subject, as conceived in the given placef. There are no anti- 
quated words or forms deriving dignity from their antiquity, but it is 
the plain language of common life ; and if it seem to contain still many 
rare and difficult words, it is because the Ionic dialect retained words 
which afterwards fell into disuse. We likewise find in it the article§, 
unknown to the epic language; and many particles used in a manner 
having a far closer affinity with a prose than with an epic style. In 
short, the whole diction is often such as might occur in an Attic comic 
poet, and, without the metre, even in a prose writer: nothing but the 
liveliness and energy with which all ideas are conceived and expressed, 
and the pleasing and graceful arrangement of the thoughts, distinguishes 
this language from that of common life 


* In Plutarch the latter is called Teor yogad. x00UEIY, the former 4 Sad hy wony 
xpovcis, Which Archilochus is said to have invented. The meaning is made clear by 
a comparison of Aristot. Problem. xix. 39, and Plato Leg. vil. p. 812. Kgodey 
denotes the playing on any musical instrument, the flute as well as the cithara. 

+ See Athen. xiv. p. 646. Hesychius and Photius in izufvxn. The instrument 
xrs Liaw Gor, mentioned by Athenzus, appears to have been specially destined for the 
bara Thy wony xo0UT Is» 

t Of this kind.are such adjectives as (fragm. 27) 

Obx 10 tuas Sarre arursy ota, naeherus yun Hoy 
where the skin is net called tender generally, but in reference to the former bloom of 
the person addressed ; and as (fragm. 55) 
apvrony scaiead wLurevdpsyos, 
where the rock is not called dark generally, but in reference to the difficulty of 
avoiding a rock beneath the surface of the water. Such epic epithets as raid "Agew 
pangovov (fragm. 116) are very rare. 

§ E. g. fragm. 58: roidvde Pod xibnne, nv ruyny tres, where the article separates 
rodvee from xuy7y: “ such are the posteriors which you have.” 

|| We may cite, as instances of the simple language of Archilochus, two fragments 
evidently belonging to a poem which had some resemblance to Horace’s 6th epode. 
la the beginning was fragment 122, aaa’ old’ dadand, aan’ tives ty wtyas “the 
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As we have laboured to place the great merit of Archilechus in its 
true light, we may give a shorter account of the works of his followers 
in iambic poetry. His writings will also furnish a standard of com- 
parison for the others. 

§ 11. Srmonipes or Amoraus follows Archilochus so closely that they 
may be considered as contemporaries. He is said to have flou- 
rished in the period following Ol. 29 (664 B.c.). The principal events 
of his life, as of that of Archilochus, are connected with the foundation 
of a colony: he is said to have led the Samians to the neighbour- 
ing island of Amorgus, and to have there founded three cities. One 
of these was Minoa, where he settled. Like Archilochus, Simonides 
composed iambics and trochaic tetrameters; and in the former metre 
he also attacked individuals with the lash of his invective and ridicule. 
What the family of Lycambes were to Archilochus, a certain Orodeecides 
was to Simonides. More remarkable, however, is the peculiar appli- 
cation which Simonides made of the iambic metre: that is to say, he 
took not individuals, but whole classes of persons, as the object of his 
satire. The iambics of Simonides thus acquire a certain resemblance to 
the satire interwoven into Hesiod’s epic poems ; and the more so, as it 
is on women that he vents his displeasure in the largest of his extant 
pieces. For this purpose he makes use of a contrivance which, at a 
later time, also occurs in the gnomes of Phocylides; that is, he derives 
the various, though generally bad, qualities of women from the variety 
of their origin; by which fiction he gives a much livelier image of 
female characters than he could have done by a mere enumeration 
of their qualities. The uncleanly woman is formed from the swine, 
the cunning woman, equaliy versed in good and evil, from the fox, 
the talkative woman from the dog, the lazy woman from the earth, the 
unequal and changeable from the sea, the woman who takes pleasure 
only in eating and sensual delights from the ass, the perverse woman 
from the weasel, the woman fond of dress from the horse, the ugly 
and malicious woman from the ape. There is only one race created for 
the benefit of men, the woman sprung from the bee, who is fond of her 
work and keeps faithful watch over her house. 

*§ 12. From the coarse and somewhat rude manner of Simonides, we 
turn with satisfaction to the contemplation of SoLon’s iambic style. Even 
in his hands the iambic retains a character of passion and warmth, but 
it is only used for self-defence in a just cause. After Solon had 
introduced his new constitution, he soon found that although he had 
attempted to satisfy the claims of all parties, or rather to give to each 


fox uses many arts, but the hedgehog has one great one,” viz. to roll himself up and 
resist his oe And towards the end (fragm. 118) ty Yiviorapas ubya, Tey 
naKOs Th deavra eivois avrapeiPerbar xaxois, by which words the poet applied to him- 
self the image of the hedgehog: he had the art of retaliating on those who ill- 
treated him. Consequently the first fragment would be an incomplete trochaic 
tetrameter. 
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party and order its due share of power, he had not succeeded in 
satisfying any. Jn order to shame his opponents, he wrote some 
iambics, in which he calls on his censors to consider of how many citizens 
the state would have been bereaved, if he had listened to the demands of 
the contending factions. As a witness of the goodness of his plans, Solon 
calls the great goddess Earth, the mother of Cronus, whose surface had 
before his time been covered with numerous boundary stones, in sign of 
the ground being mortgaged: these he had succeeded in removing, and 
in restoring the land in full property to the mortgagers. This frag- 
ment is well worth reading*, since it gives as clear an idea of the poli- 
tical situation of Athens at that time, as it does of Solon’s iambic style. 
It shows a truly Attic energy and address in defending a favourite 
cause, while it contains the first germs of that power of speecht, 
which afterwards came to maturity in the dialogue of the Athenian 
stage, and in the oratory of the popular assembly and of the courts of 
justice. In the dialect and expressions, the poetry of Solon retains 
more of the Ionic cast. 

In like manner the few remnants of Solon’s trochaics enable us to 
form some judgment of his mode of handling this metre. Solon wrote 
his trochaies at nearly the same time as his iambics; when, notwith- 
standing his legislation, the struggle of parties again broke out between 
their ambitious leaders, and some thoughtless citizens reproached 
Solon, because he, the true patriot, the friend of the whole community, 
had not seized the reins with a firm hand, and made himself monarch: 
“ Solon was not a man of deep sense or prudent counsel; for when 
the god offered him blessings, he refused to take them: but when he 
had caught the prey, he was struck with awe, and drew not up the great 
net, failing at once in courage and sense: for else he would have been 
willing, having gained dominion and obtained unstinted wealth, and 
having been tyrant of Athens only for a single day, afterwards to be flayed, 
and his skin made a leathern bottle, and that his race should become 
extinct t.” The other fragments of Solon’s trochaics agree with the 
same subject ; so that Solon probably only composed one poem in this 
metre. 

§ 13. Far more nearly akin to the primitive spirit of the iambic 
verse was the style of Hipponax, who flourished about the 60th 
Olympiad (540 B.c.). He was born at Ephesus, and was compelled by 
the tyrants Athenagoras and Comas to quit his home, and to establish 
himself in another Jonian city, Clazomene. This political persecution 
(which affords a presumption of his vehement love of liberty) probably 
laid the foundation for some of the bitterness and disgust with which 
he regarded mankind. Precisely the same fierce and indignant scorn 


* Solon, No. 28, Gaisford. + Devorns. { Fragment 25, Gaisford. 
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which found an utterance in the iambics ot Archilochus, is ascribed to 
Hipponax. What the family of Lycambes was to Archilochus, Bupalus 
and Athenis (two sculptors of a family of Chios, which had produced 
several generations of artists) were to Hipponax. They had made his 
small, meagre, and ugly person the subject of a caricature; an insult 
Hipponax avenged in the bitterest and most pungent iambics, of which 
some remains are extant. In this instance, also, the satirist is said to 
have caused his enemy to hang himself. The satire of Hipponax, 
however, was not concentrated so entirely on certain individuals; from 
existing fragments it appears rather to have been founded on a general 
view of life, taken, however, on its ridiculous and grotesque side. The 
luxury of the Greeks of Lesser Asia, which had already risen to a high 
pitch, is a favourite object of his sarcasms. In one of the longest frag- 
ments he says*, ‘“ For one of you had very quietly swallowed a continued 
stream of thunny with dainty sauces, like a Lampsacenian eunuch, and 
had devoured the inheritance of his father; therefore he must now 
break rocks with a mattock, and gnaw a few figs and a little black 
barley bread, the food of slaves.” 

His language is filled with words taken from common life, such as 
the names of articles of food and clothing, and of ordinary utensils, 
current among the working people. He evidently strives to make his 
iambics local pictures full of freshness, nature, and homely truth. For 
this purpose, the change which Hipponax devised in the iambic 
metre was as felicitous as it was bold; he crippled the rapid agile 
gait of the iambic by transforming the last foot from a pure iambus 
into a spondee, contrary to the fundamental principle of the whole 
mode of versification. The metre thus maimed and stripped of its 
beauty and regularityt, was a perfectly appropriate rhythmical form 
for the delineation of such pictures of intellectual deformity as Hip- 
ponax delighted in. JTambies of this kind (called choliambics or 
trimeter scazons) are still more cumbrous and halting when the fifth 
foot is also a spondee ; which, indeed, according to the original struc- 
ture, is not forbidden. These were called broken-backed iambics (ischior- 
rhogics), and a grammarian ¢ settles the dispute (which, according to 
ancient testimony, was so hard to decide), how far the invention of this 
kind of verse ought to be ascribed to Hipponax, and how far to another 
iambographer, Ananius, by pronouncing that Ananius invented the 
ischiorrhogic variety, Hipponax the common scazon. It appears, how- 
ever, from the fragments attributed to him, that Hipponax sometimes 
used the spondee in the fifth foot. In the same manner and with the 
same etlect these poets also changed the trochaic tetrameter by regu- 


¥ Ap. Athen. vii. p. 304. B. $ v0 appvduov. 
} in Tyrwhitt, Dissert.de Babrio, p, 17. 


LITERATURE OF ANCIENT GREECE, 143 


larly lengthening the penultimate short syllable. Some remains of this 
kind are extant. Hipponax likewise composed pure trimeters in the 
style of Archilochus ; but there is no conclusive evidence that he mixed 
them with scazons. 

Ananius has hardly any individual character in literary history dis- 
tinct from that of Hipponax. In Alexandria their poems seem to have 
been regarded as forming one collection; and thus the criterion by 
which to determine whether a particular passage belonged to the 
one or to the other, was often lost or never existed. Hence in the 
uncertainty which is the true author, the same verse is occasionally 
ascribed to both*, The few fragments which are attributed with cer- 
tainty to Ananius are so completely in the tone of Hipponax, that it 
would be a vain labour to attempt to point out any characteristic dif- 
ference f. 

§ 14. Akin to the iambic are two sorts of poetry, which, though 
differing widely from each other, have both their source in the turn for 
the delineation of the ludicrous, and both stand in a close historical 
relation to the iambic :—the Fadle (originally called atvoc, and after- 
wards, less precisely, pisoc and Adyoc), and the Parody. 

With regard to the fable, it is not improbable that in other countries, 
particularly in the north of Europe, it may have arisen from a child- 
like playful view of the character and habits of animals, which 
frequently suggest a comparison with the nature and incidents of human 
life. In Greece, however, it originated in an intentional travestie of 
human affairs. The aivoe is, as its name denotes, an admonitiont, 
or rather a reproof, veiled, either from fear of an excess of frankness 
or from love of fun and jest, beneath the fiction of an occurrence 
happening among beasts. Such is the character of the ainos, at 
its very first appearance in Hesiod §. ‘ Now I will tell the kings 
afable, which they will understand of themselves. Thus spake the 
hawk to the nightingale, whom he was carrying in his talons aloft 
in the air, while she, torn by his sharp claws, bitterly lamented— 
Foolish creature, why dost thou cry out? One much stronger than 
thou has seized thee; thou must go whithersoever I carry thee, though 
thou art a songstress; I can tear thee in pieces or I can let thee go at 
my pleasure.” 

Archilochus employed the ainos in a similar manner in his iambics 
against Lycambes ||. He tells how the fox and the eagle had con- 
tracted an alliance, but (as the fable, according to other sources, goes 

* Asin Athen. xiv. p. 625 C. 

+ There is no sufficient ground for supposing that Herondas, who is sometimes 
mentioned as a choliambic poet, lived in this age. The mimambic poetry ascribed 
to him will be treated of in connexion with the Mimes of Sophron. 


t xaguiverts. See Philological Museum, vol. i. p. 281. 
§ Op. et D. v. 202, seq. || Fr. 38, ed. Gaisford; see note on fr, 39, 
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on to tell) * the eagle was so regardless of her engagement, tliat she 
ate the fox’s cubs. The fox could only call down the vengeance of the 
gods, and this shortly overtook her; for the eagle stole the flesh from 
an altar, and did not observe that she bore with it sparks which set 
fire to her nest, and consumed both that and her young ones. 

It is clear that Archilochus meant to intimate to Lycambes, that 
though he was too powerless to call him to account for the breach of his 
engagement, he could bring down upon him the chastisement of the 
gods, 

Another of Archilochus’s fables was pointed at absurd pride of rankt. 

In like manner Stesichorus cautioned his countrymen, the Hime- 
reans, against Phalaris, by the fable of the horse, who, to revenge him- 
self on the stag, took the man on his back, and thus became his slave }. 
And wherever we have any ancient and authentic account of the origin 
of the Asopian fable, we find it to be the same. It is always some 
action, some project, and commonly some absurd one, of the Samians, 
or Delphians, or Athenians, whose nature and consequences A‘sop 
describes in a fable, and thus often exhibits the posture of affairs in a 
more lucid, just, and striking manner than could have been done by 
elaborate argument. But from the very circumstance, that in the Greek 
fable the actions and business of men are the real and prominent object, 
while beasts are merely introduced as a veil or disguise, it has nothing 
in common with popular legendary stories of beasts, nor has it any con- 
nexion with mythological stories of the metamorphoses of animals. It 
is exclusively the invention of those who detected in the social habits of 
the lower animals points of resemblance with those of man; and while 
they retained the real character in some respects, found means, by the 
introduction of reason and speech, to place them in the light required 
for their purpose. 

§ 15. It is probable that the taste for fables of beasts and nume- 
rous similar inventions, found their way into Greece from the East; 
since this sort of symbolical and veiled narrative is more in harmony with 
the Oriental than with the Greek character. Thus, for example, the Old 
Testament contains a fable completely in the style of AZsop (Judges, 
ix, 8). But not to deviate into regions foreign to our purpose, we may 
confine ourselves to the avowal of the Greeks themselves, contained in 
the very names given by them to the fable. One kind of fable was 
called the Libyan, which we may, therefore, infer was of African origin, 
and was introduced into Greece through Cyrene. To this class belongs, 


* Coraes, Midway Aiswrsiny cuveywyn,c.i. Aristeph. Av. 651, ascribes the fable 
JE sop. 
+ See Gaisford, fr. 39, 
_ f Arist, Rhet. ii, 20, The fable of Menenius-Agrippa is similarly applied ; but 
itis difficult to believe that the atmos, so applied, was known in Latium at that time 
aud it seems probable that the story was transferred from Greece to Rome. 
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according ta AEschylus *, the beautiful fable of the wounded eagle, who, 
looking at the feathering of the arrow with which he was pierced, 
exclaimed, “I perish by feathers drawn from my own wing.” From 
this example we see that the Libyan fable belonged to the class of fables 
of animals. So also did the sorts to which later teachers of rhetoric + give 
the names of the Cyprian and the Cilician ; these writers also men- 
tion the names of some fabulists among the barbarians, as Cybissus the 
Libyan and Connis the Ciligian. The contest between the olive and 
the laurel on mount Tmolus, is cited as a fable of the ancient 
Lydians t. 

The Carian stories or fables, however, were taken from human life, 
as, for instance, that quoted by the Greek lyric poets, Timocreon and 
Simonides. A Carian fisherman, in the winter, sees a sea polypus, and 
he says to himself, “ If I dive to catch it, I shall be frozen to death; if 
I don’t catch it, my children must starve §.”’ The Sybaritic fables men- 
tioned by Aristophanes have a similar character. Some pointed 
saying of a man or woman of Sybaris, with the particular circumstances 
which called it forth, is related ||. The large population of the wealthy 
Ionian Sybaris appears to have been much given to such repartees, 
and to have caught them up and preserved them with great eager- 
ness. Doubtless, therefore, the Sicilian poet Epicharmus means, by 
Sybaritic apophthegms§, what others call Sybaritic fables. The 
Sybaritic fables, nevertheless, occasionally invested not only the lower 
animals, but even inanimate objects, with life and speech, as in the 
one quoted by Aristophanes. A woman in Sybaris broke an earthen 
pot; the pot screamed out, and called witnesses to see how ill she had 
been treated. Then the woman said, “ By Cora, if you were to leave 
off calling out for witnesses, and were to make haste and buy a copper 
ring to bind yourself together, you would show more wisdom.”? This 
fable is used by a saucy merry old man, in ridicule of one whom he has 
ill treated, and who threatens to lay a complaint against him. Both 
the Sybaritic and A’sopian fables are represented by Aristophanes as 
jests, or ludicrous stories (yeAoia). 

§ 16. To return to /Zsop: Bentley has shown that he was very far from 
being regarded by the Greeks as one of their poets, and still less as 
a writer. They considered him merely as an ingenious fabulist, under 
whose name a number of fables, often applicable to human affairs, 
were current, and to whom, at a later period, nearly all that were either 


* Fragment of the Myrmidons. 

+Theon, and in part also Aphthonius. A fragment of a Cyprian fable, about the 
doves of Aphrodite, is published in the excerpts from the Codex Angelicus in Wala 
Rhetor. Grec. vol. ii. p. 12. 

t Callim. fr. 93. Bentl. 

§ From the Codex Angelicus in Walz Rhet, Gr, vol. ii. p. 11. and the Proverbs of 

Macarius in Walz Arsenii Violetum, p. 318, 
|| Aristoph. Vesp. 1259, 1427, 1437. @ Suidas in v, 
L 
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invented or derived from any other source, were attributed. His 
history has been dressed out by the later Greeks, with all manner of 
droll and whimsical incidents. What can be collected from the ancient 
writers down to Aristotle is, however, confined to the following. 

fEsop was a slave of the Samian Iadmon, the son of Hephestopolis, 
who lived in the time of the Egyptian king Amasis. (The reign of 
Amasis begins Olymp. 52, 3, 570 3B. c.) According to the state- 
ment of Eugeon, an old Samian historian, * he was a native of the 
Thracian city Mesembria, which existed long before it was peopled by 
a colony of Byzantines in the reign of Darius t+. According to a less 
authentic account he was from Cotyzeon in Phrygia. It seems that his 
wit and pleasantry procured him his freedom; for though he remained 
in Iadmon’s family, it must have been as a freedman, or he could not, as 
Aristotle relates, have appeared publicly as the defender of a dema- 
gogue, on which occasion he told a fable in support of his client. It is 
generally received as certain that Asop perished in Delphi; the Del- 
phians, exasperated by his sarcastic fables, having put him to death on a 
charge of robbing the temple. Aristophanes alludes to a fable which 
/Esop told to the Delphians, of the beetle who found means to revenge 
himself on the eagle j. 

The character of the Asopian fable is precisely that of the genuine 
beast-fable, such as we find it among the Greeks. The condition and 
habits of the lower animals are turned to account in the same manner, 
and, by means of the poetical introduction of reason and speech, are 
placed in such a light as to produce a striking resemblance to the inci- 
dents and relations of human life. 

Attempts were probably early made to give a poetical form to the 
JEsopian fable. Socrates is said to have beguiled his imprisonment 
thus. The iambic would of course suggest itself as the most appro- 
priate form (as at a later period it did to Phzedrus), or the scazon, which 
was adopted by Callimachus and Babrius§. But no metrical versions 
of these fables are known to have existed in early times. The aenus was 
generally regarded as a mode of other sorts of poetry, particularly 
the iambic, and not as a distinct class. 

§ 17. The other kind of poetry whose origin we are now about 
to trace, is the Parody. This was understood by the ancients, as 
well as by ourselves, to mean an adoption of the form of some cele- 
brated poem, with such changes in the matter as to produce a totally 
different effect ; and, generally, to substitute mean and ridiculous for 
elevated and poetical sentiments. The contrast between the grand and 


* Edytwy, or Edysiny, falsely written Evysirwy, in Suidas inv. Avowaros. 
+ Mesembria, Pattymbria, and Selymbria, are Thraci 
a : ay é ; nracian names, an 2 
cities of Meses, Pattys, and Selys. So ae 
{ Aristoph. Vesp. 1448. cf. Pac. 129. Coxaes, ADsop. c. 2. 
§ A distich of an Adsopian fable is, however, attributed by Diogenes Laectius to 
Socrates. YVragments of fables in hexameters also occur. 
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sublime images suggested to the memory, and the comic ones introduced 
in their stead, renders parody peculiarly fitted to place any subject in a 
ludicrous, grotesque, and trivial light. The purpose of it, however, was 
not in general to detract from the reverence due to the ancient poet 
(who, in most cases was Homer), by this travestie, but only to add fresh 
zest and pungency to satire. Perhaps, too, some persons sporting with 
the austere and stately forms of the epos, (like playful children dressing 
themselves in gorgeous and flowing robes of state,) might have fallen 
upon the device of parody. 

We have already alluded to a fragment of Asius* in elegiac measure, 
which is not indeed a genuine parody, but which approaches to it. It 
is a comie description of a beggarly parasite, rendered more ludicrous by 
a tone of epicsolemnity. But, according to the learned Polemon j, the 
real author of parody was the iambographer Hipponax, of whose pro- 
ductions in this kind a hexametrical fragment is still extant. 

§ 18. The Batrachomyomachia, ur Battle of the Frogs and the Mice 
(which has come down to us among the lesser Homeric poems), is 
totally devoid of sarcastic tendency. All attempts to discover a satirical 
meaning in this little comic epos have been abortive. Itis nothing 
more than the story of a war between the frogs and the mice, which, 
from the high-sounding names of the combatants, the detailed genealo- 
gies of the principal persons, the declamatory speeches, the interference 
of the gods of Olympus, and all the pomp and circumstance of the epos, 
has completely the external character of an epic heroic poem ; a cha- 
racter ludicrously in contrast with the subject. Notwithstanding many 
ingenious conceits, it is not, on the whole, remarkable for vigour of 
poetical conception, and the introduction falls far short of the genuine 
tone of the Homeric epos, so that everything tends to show that the 
Batrachomyomachia is a production of the close of this era. This sup- 
position is confirmed by the tradition that Pigres, the brother of the 
Halicarnassian tyrant Artemisia, and consequently a contemporary of the 
Persian war, was the author of this poem {, although at a later period of 
antiquity, in the time of the Romans, the Batrachomyomachia was 
ascribed without hesitation to Homer himself. 


* Ch. x. §7. + Ap. Athen. xv. p. 698, B. 
t The passage of Plutarch de Malign. Herod. c. 43. ought to be written as fol. 


lows :—Tiaos 32 xabnwivous ty WAaraiais ayionous we rpe rthovs Toy ayove Tods"EAAnvas, 
aoreo Barouropuopey ins voptvns (Iv Wiens 6 Agrepuoias ty txreos mailuy nai Prvapav 
tyourpty) joan Siayovicarbas cuvbewivay, lia Adbwos Tovs “ARovS. 

Concerning Pigres see Suidas, who, however, confounds the later with the earlier 


Artemisia. 
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CHAPTER XII. 


§ 1. Transition from the Epos, through the Elegy and Iambus, to Lyric Poetry 5 
connexion of Lyric Poetry with Music.—§ 2. Founders of Greek Music; Tere 
pander, his descent and date——§ 3. Terpander’s invention of the seven-stringed 
Cithara.—§ 4, Musical scales and styles.—§ 5. Nomes of Terpander for sing- 
ing to the Cithara; their rhythmical form.—§ 6. Olympus, descended from an 
ancient Phrygian family of flute-players.—§ 7. His influence upon the develop- 
ment of the music of the fute and rhythm among the Greeks.—§ 8. His influence 
confined to music.—§ 9. Thaletas, his age—§ 10. His connexion with ancient 
Cretan worships, Pans and hyporchemes of Thaletas.—§ 11. Musicians of the 
succeeding period—Clonas, Hierax, Xenodamus, Xenocritus, Polymnestus, Saca- 
das.—§ 12, State of Greek Music at this period. 


§ 1. Wuen the epic, elegiac, and iambic styles had been perfected in 
Greece, the forms of poetry seemed to have become so various, as scarcely 
to admit of further increase. The epic style, raised above the ordinary 
range of human life, had, by the exclusive sway which it exercised for 
centuries, and the high place which it occupied in general opinion, laid a 
broad foundation for all future Greek poetry, and had so far influenced its 
progress that, even in those later styles which differed the most widely from 
it, we may, to a certain extent, trace an epic and Homeric tone. Thus 
the lyric and dramatic poets developed the characters of the heroes 
celebrated in the ancient epic poetry ; so that their descriptions appeared 
rather to be the portraits of real persons than the conceptions of the 
individual poet. It was not till the minds of the Greeks had been ele- 
vated by the productions of the epic muse, that the genius of original 
poets broke loose from the dominion of the epic style, and invented 
new forms for expressing the emotions of a mind profoundly agitated 
by passing events, with fewer innovations in the elegy, but with 
greater boldness and novelty in the iambic metre. In these two styles 
of poetry,—the former suited to the expression of grief, the latter to 
the expression of anger, hatred, and contempt—Greek poetry entered the 

_ domain of real life. 

Yet a great variety of new forms of poetry was reserved for the 
invention of future poets. The elegy and the iambus contained the 
germs of the lyric style, though they do not themselves come under 
that head. The principal characteristic of lyric poetry is its connexion 
with music, vocal as well as instrumental. This connexion, indeed, 
existed, to a certain extent, in epic, and still more in elegiac and 
iambic poetry ; but singing was not essential in those styles. Such 
a recitation by a rhapsodist, as was usual for epic poetry, also served, 
at least in the beginning, for elegiac, and in great part for iambic 
verses. Singing and a continued instrumental accompaniment are appro- 
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priate, where the expression of feeling or passion is inconsistent with 
a more measured and equable mode of recitation. In the attempt to 
express these impulses, the alternation of high and low tones would 
naturally give rise to singing. Hence, with the fine seuse of harmony 
possessed by the Greeks, there was produced a rising and falling in the 
rhythm, which led to a greater variety and a more skilful arrangement 
of metrical forms. Moreover, as the expression of strong feeling 
required more pauses and resting-places, the verses in lyric poetry 
naturally fell into strophes, of greater or less length; each of which 
comprised several varieties of metre, and admitted of an appropriate 
termination. This arrangement of the strophes was, at the same time, 
connected with dancing; which was naturally, though not necessa- 
rily, associated with lyric poetry. ‘The more lively the expression, the 
more animated will be the gestures of the reciter; and animated and 
expressive movements, which follow the rhythm of a poem, and corre- 
spond to its metrical structure, are, in fact, dancing. 

The Greek lyric poetry, therefore, was characterized by the expres- 
sion of deeper and more impassioned feeling, and a more swelling and 
impetuous tone, than the elegy or iambus; and, at the same time, the 
effect was heightened by appropriate vocal and instrumental music, 
and often by the movements and figures of the dance. In this union 
of the sister arts, poetry was indeed predominant; and music and dancing 
were only employed to enforce and elevate the conceptions of the higher 
art. Yet music, in its turn, exercised a reciprocal influence on poetry ; 
so that, as it became more cultivated, the choice of the musical measure 
decided the tone of the whole poem. In order, therefore, that the cha- 
racter of the Greek lyric poetry may be fully understood, we will prefix 
an account of the scientific cultivation of music. Consistently with 
this purpose we should limit our attention to the general character 
of the music of the ancient Greeks, even if the technical details of the 
art, notwithstanding many able attempts to explain them, were not still 
enveloped in great obscurity. 

§ 2. The mythical traditions of Orpheus, Philammon, Chrysothemis, 
and other minstrels of the early times being set aside, the history of 
Greek music begins with Terpanper the Lesbian. Terpander appears 
to have been properly the founder of Greek music. He first reduced to 
rule the different modes of singing which prevailed in different coun- 
tries, and formed, out of these rude strains, a connected system, from 
which the Greek music never departed throughout all the improve- 
ments and refinements of later ages. ‘Though endowed with an inven- 
tive mind, and the commencer of a new era of music, he attempted 
no more than to systematize the musical styles which existed in the tunes 
of Greece and Asia Minor. It is probable that erpander himself 
belonged to a family who derived their practice of music from the ancient 
Pierian bards of Beotia; such an inheritance of musical skill is quite 
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conformable to the manners and institutions of the early Greeks*. The 
Folians of Lesbos had their origin in Boeotiat, the country to which 
the worship of the Muses and the Thracian hymns belonged{; and 
they probably brought with them the first rudiments of poetry. This 
migration of the art of the Muses is ingeniously expressed by the legend 
that, after the murder of Orpheus by the Thracian Meenads, his head 
and lyre were thrown into the sea, and borne upon its waves to the 
island of Lesbos ; whence singing and the music of the cithara flourished 
in this, the most musical of islands §. The grave supposea to contain 
the head of Orpheus was shown in Antissa, a small town of Lesbos ; 
and it was thought that in that spot the nightingales sang most 
sweetly ||. In Antissa also, according to the testimony of several ancient 
writers, Terpander was born. In this way, the domestic impressions 
and the occupations of his youth may have prepared Terpander for the 
great undertaking which he afterwards performed. 

The date of Terpander is determined by his appearance in the mother 
country of Greece: of his early life in Lesbos nothing is known. The 
first account of him describes him in Peloponnesus, which at that time 
surpassed the rest of Greece in political power, in well-ordered goyern- 
ments, and probably also in mental cultivation. It is one of the most 
certain dates of ancient chronology, that in the 26th Olympiad (a. oe. 
676) musical contests were first introduced at the feast of Apollo Car- 
neius, and at their first celebration Terpander was crowned victor. 
Terpander was also victor four successive times in the musical contes’s 
at the Pythian temple of Delphi, which were celebrated there long before 
the establishment of the gymnastic games and chariot races (Ol. 47), 
but which then recurred every eight, and not every four years§]. These 
Pythian victories ought probably to be placed in the period from the 
27th to the 33rd Olympiad. For the 4th year of the 33rd Olympiad 
645 B.c.) is the time at which Terpander introduced among the Lace- 
demonians his nomes for singing to the cithara, and generally reduced 
music to a system**. At this time, therefore, he had acquired the 
greatest renown in his art by his most important inventions. In Lace- 


** There were in several of the Greek states, houses or gentes, y4vn, in which the 
performance of musical exhibitions, especially at festivals, descended as an heredi- 
tary privilege. Thus, at Athens, the playing of the cithara at processions belonged 
to the Kunids. The Eumolpids of Eleusis were originally, as the name proves, a gens 
of singers of hymns (see above, p. 25, ch. iii.§. 7). The flute-players of Sparta con- 
tinued their art and their rights in families. Stesichorus and Simonides also be 
longed to musical families, as we will show below. 

: + Ch.i. §5 (p. 9). { Chap. ii. § 8. 

§ vractwy DP torly codorarn, says Phanocles, the elegiac poet, who cives 8 
elegant version of this legend (Stob. tit, lxii. p 399), linia laa ii 

il Myrsilus of Lesbos, in Antigon. Caryst. Hist. Mirab. ¢. 5. In the account in 
Nicomachus Geres, Enchir, Harm, ii. p. 29. ed. Meibom. Antissa is mentioned on 
the same occasion. 

4] Muller’s Dorians, b. iv. ch. vi. § 2. 
** Marmor Parium, ep, xxxiv.1, 49, compared with Piutarch de Musiea, c. 9, 
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demon, whose citizens had from the earliest times been distinguished 
for their love of music and dancing, the first scientific cultivation of 
music was ascribed to Terpander*; and a record of the precise time 
had been preserved, probably in the registers of the public games. 
Hence it appears that Terpander was a younger contemporary of Calli- 
nus and Archilochus; so that the dispute among the ancients, 
whether Terpander or Archilochus were the elder, must probably be 
decided by supposing them to have lived about the same time. 

§ 3. At the head of all the inventions of Terpander stands the seven- 
stringed cithara. The only accompaniment for the voice used by the 
early Greeks was a four-stringed cithara, the fetrachord; and this 
instrument had been so generally used, and held in such repute, that 
the whole system of music was always founded upon the tetrachord. 
Terpander was the first who added three strings to this instrument; 
as he himself testifies in two extant verses ¢. ‘ Disdaining the 
four-stringed song, we shall sound new hymns on the seven-stringed 
phorminx.” The tetrachord was strung so that the two extreme strings 
stood to one another in the relation called by the ancients diatessaron, 
and by the moderns a fourth; that is to say, the lower one made three 
vibrations in the time that the upper one made four. Between these two 
strings, which formed the principal harmony of this simple instrument, 
there were two others; and in the most ancient arrangement of the 
gamut, called the diatonic, these two were strung so that the three 
intervals between these four strings produced twice a whole tone, and 
in the third place a semitone. Terpander enlarged this instrument by 
adding one tetrachord to another: he did not however make the highest 
tone of the lower tetrachord the lowest of the upper, but he left an 
interval of one tone between the two tetrachords. By this arrangement 
the cithara would have had eight strings, if Terpander had not left out 
the third string, which must have appeared to him to be of less import- 
ance. The heptachord of Terpander thus acquired the compass of an 
octave, or, according to the Greek expression, a diapason ; because the 
highest tone of the upper and the lowest of the lower tetrachord stood in 
this relation, which is the simplest of all, as it rests upon the ratio of 
1 to2; and which was soon acknowledged by the Greeks as the funda- 
mental concord. At the same time the highest tone of the upper tetra- 
chord stands to the highest of the lower in the relation of the fifth, the 
arithmetical expression of which is 2 to 3; and in general the tones 
were doubtless so arranged that the simplest consonances after the 


* 4 xeurn nardoruols Tay Teg) rhv povorxny, says Plutarch de Musica, ec. 9. 
¢ In Euclid, Introd. Harm, p. 19. Partly also in Strabo, xii. p, 618; Clemens 
Alex. Strom, vi. p. 814, Potter. The verses are— 
‘Hycis ror reredynguy amoarickuyrts aosiny 
‘Exrarovy Prguryys vious KEAadnOmEY ULvoUS, 
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octave--that is to say, the fourth and fifth—governed the whole*, 
Hence the heptachord of Terpander long remained in high repute, and 
was employed by Pindar; although in his time the deficient string of 
the lower tetrachord had been supplied, and an octachord produced ft. 

§ 4. It will be convenient in this place to explain the difference 
between the scales (yévn), and the styles or harmonies (rpérot, 
cppovia) of Greek music, since it is probable that they were regulated 
by Terpander. The musical scales are determined by the intervals 
between the four tones of the tetrachord. The Greek musicians describe 
three musical scales, viz., the diatonic, the chromatic, and the enhar- 
monic. In the diatonic, the intervals were two tones and a semi- 
tone; and hence the diatonic was considered the simplest and most 
natura}, and was the most extensively used. In the chromatic scale 
the interval is 2 tone and a semitone, combined with two other semi- 
tones{. This arrangement of the tetrachord was also very ancient, 
but it was much less used, because a feeble and languid, though 
pleasing character, was ascribed to it. The third scale, the en- 
harmonic, was produced by a tetrachord, which, besides an interval 
of two tones, had also two minor ones of quarter-tones. This 
was the latest of all, and was invented by Olympus, who must 
have flourished a short time after Terpander§. The ancients greatly 
preferred the enharmonic scale, especially on account of its liveliness 
and force. But from the small iutervals of quarter tones, the execution 
of it required great skill and practice in singing and playing. These 
musical scales were further determined by the styles or harmonies, 
because on them depended, first, the position or succession of the inter- 
vals belonging to the several scales||, and, secondly, the height and 
depth of the whole gamut. Three styles were known in very early 
times,—the Doric, which was the lowest, the Phrygian, the middle one, 
and the Lydian, the highest. Of these, the Doric alone is named from 
a Greek race; the two others are called after nations of Asia Minor, 
whose love for music, and particularly the flute, is well known. It is 
probable that national tunes were current among these tribes, whose 


_* The strings of the heptachord of Terpander were called, beginning from the 
BU heeh AR Rae Rdg iced Mion, Aivaves, raourdrn, ixdry. The intervals 
me Dae ylee % if the heptachord was strung, according to the diatonic scale, 

+ In proof of the account of the hept: rd yr i 

In pr a ptachord given in the text, c 
Metris Pindari, iii.7, p, 205, sqq. . ar PSone 
t Of these short intervals, howe i . 

i als, however, the one is greater than the otl 
being more, the latter less, tl semi e first j piesa be ern 
ee Se : r less, than a semitone. The first is called apotome, the other 

§ See Plutarch de Musica, 7, 11, 20, 29, 33: i 
§ Se é : »?, bl, 20, 29, 33; a treatise fi ye i 
but written with so little care that the author often sontntte Lees Pogeis 


rn . 
|) For example, whether the intervals of the diatonon are 1 Lisl, usc in the Dock 
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style, or 1, 4, 1, as in the Phrygian, or 1, 1 +, as inthe Lydian, 
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peculiar character was the origin of these styles. Yet their fixed 
and systematic relation to the Doric style must have been the work 
of a Greek musician, probably of Terpander himself, who, in his native 
island of Lesbos, had frequent opportunities of becoming acquainted 
with the different musical styles of his neighbours of Asia Minor. Thus 
a fragment of Pindar relates, that Terpander, at the Lydian feasts, had 
heard the tone of the pectis, (a Lydian instrument, with a compass of 
two octaves,) and had formed from it the kind of lyre which was called 
Barbiton*. The Lesbians likewise used a particular sort of cithara, 
called the Asiatic CAcvac); and this was by many held to be the inven- 
tion of Terpander, by others to be the work of his disciple Cepion t. 
It is manifest that the Lesbian musicians, with Terpander at their head, 
were the means of uniting the music of Asia Minor with that of the 
ancient Greeks (which was best preserved among the Dorians in Pelopon- 
nesus), and that they founded on it a system, in which each style had its 
appropriate character. To the establishment of this character the 
nomes (vop0v) contributed, musical compositions of great simplicity and 
severity, something resembling the most ancient melodies of our church 
music. The Doric style appears from the statements of all the wit- 
nesses to have had a character of great seriousness and gravity, pecu- 
liarly calculated to produce a calm, firm, collected frame of mind. “ With 
regard to the Dorie style (says Aristotle), all are agreed that it is the 
most sedate, and has the most manly character.” The Phrygian style 
was evidently derived from the loud vehement styles of music employed 
by the Phrygians in the worship of the Great Mother of the gods and 
the Corybantes{. In Greece, too, it was used in orgiastic worships, 
especially in that of Dionysus. It was peculiarly adapted to the 
expression of enthusiasm, The Lydian had the highest notes of any 
of the three ancient styles, and therefore approached nearer to the 
female voice; its character was thus softer and feebler than either of 
the others. Yet it admitted of considerable variety of expression, as 
the melodies of the Lydian style had sometimes a painful and me- 
lancholy, sometimes a calm and pleasing character. Aristotle (who, in 
his Politics, has given some judicious precepts on the use of music in 
education) considers the Lydian style peculiarly adapted to the musical 
cultivation of early youth. 

In order to complete our view of this subject, we will here give 
an account of the other styles of Greek music, although they were 


* In Athenzus, xvi. p. 635, There are great difficulties as to the sense of this 
much contested passage. Pindar’s meaning probably is, that Terpander formed 
the deep-resounding barbiton, by taking the loweroctave from the pectis (or magadis). 
Among the Greek poets, Sappho is said to have first used the pectis or magadis, 
then Anacreon. 

+ Plutarch de Mus. 6, Anecd. Bekker, vol. i. p.452. Compare Aristoph. Thesm, 
120, with the Scholia. 

{ See ch. ii. §8, 
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invented after the time of Terpander. Between the Doric and Phry- 
gian styles—with respect to the height and lowness of the tones,— 
tle Ionic was interpolated; and between the Phrygian and Lydian, 
the Holic. The former is said to have had a languid and soft, but 
pathetic tone; it was particularly adapted to laments. he latter was 
fitted for the expression of lively, and even impassioned feelings; it is 
best known from its use in the remains of the Lesbian poets and 
of Pindar. To these five styles were then added an equal number 
with higher and lower tones, which were annexed, at their respective 
extremes, to the original system. ‘The former were called Hyperdorian, 
Hyperiastian, Hyperphrygian, &c.; the others Hypolydian, Hypowolian, 
Hypophrygian, &c. Of these styles none belong to this period except 
those which approximate closely to the first five, viz., the Hyperlydian, 
and the Hyperdorian, which was also called Mixolydian, as bordering 
upon the Lydian. The invention of the former is ascribed to Polym- 
nestus *, that of the latter to the poetess Sappho ; this latter was pecu- 
liarly used for laments of a pathetic and tender cast. But the entire 
system of the fifteen styles was only brought gradually to perfection 
by the musicians who lived after the times of Pindar. 

§ 5. Another proof that Terpander reduced to a regular system the 
styles used in his time is, that he was the first who marked the dif- 
ferent tones in music. It is stated, that Terpander first added musical 
notes to poemst. Of his mode of notation, indeed, we know nothing ; 
that subsequently used by the Greeks was introduced in the time of Py- 
thagoras. Hence, in later times, there existed written tunes by Terpander, 
of the kind called nomes {, whereas the nomes of the ancient bards, Olen, 
Philammon, &c., were only preserved by tradition, and must there- 
fore have undergone many changes. ‘These nomes of Terpander 
were arranged for singing and playing upon the cithara. It cannot, 
indeed, be doubted that Terpander made use of the flute, an instrument 
generally known among the Greeks in his time; Archilochus, the con- 
temporary of Terpander, even speaks of Lesbian pans being sung to 
the flute§ ; although the cithara was the most usual accompaniment for 
songs of this kind. Butit appears, on the whole, from the accounts of the 
ancients, that the cithara was the principal instrument in the Lesbian 
music. The Lesbian school of singers to the cithara maintained its 
pre-eminence in the contests, especially at the Carmean festival at Sparta, 
up to Pericleitus, the last Lesbian who was victorious on the cithara, 


* See $11. 

_t Mines mrouros weestbnxs Tois Tonner, says Clemens Alex. Strom, i. p. 364, B. 
Tey Tigravdgoy weeeee xiblcgadinay TONnTny ore vouwy xarc voov txagroy vols txeos Tors 
tauTov wal Tals “Omngou mean wepilsyra ads ty rois dywow. Plutarch de Mus. 3, after 
Heracles. . 

t Above, ch. iii. § 7. 
§ Abros Laprwy 70s avaroy Aco Buoy Tainovee, Archilochus in Athen, vy. p: 180, KE. fr. 58. 
Gaisford. It may also be conjectured from the mutilated passage of the Parian 
marble, Ep. 35, that Terpander practised flute- playing, 
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and who lived before Hipponax (Olym. 60)*. Probably some of these 
nomes of Terpander were improvements on ancient tunes used in 
religious rites; and this appears to be the meaning of the statement 
that some of the nomes noted down by Terpander were invented by the 
ancient Delphic bard Philammon. Others seem to have grown out of 
popular songs, to which the names of Holic and Beotian nomes allude f. 
The greater number were probably invented by Terpander himself. 
These nomes of Terpander were finished compositions, in which a cer- 
tain musical idea was systematically worked out; as is proved by the 
different parts which belonged to one of them. 

The rbythmical form of Terpander’s compositions was very simple. 
He is said to have added musical notes to hexameters §. In particular 
he arranged passages of the Homeric poems (which hitherto had only 
been recited by rhapsodists) to a musical accompaniment on the cithara ; 
he also composed hymns in the same metre, which probably resembled 
the Homeric hymns, though with somewhat of the lyric character ||. 
But the nomes of Terpander can scarcely all have had the simple uni- 
form rhythm of the heroic hexameter. That they had not, is proved 
by the names of two of Terpander’s nomes, the Orthian and the 
Trochaic ; so called (according to the testimony of Pollux and other 
grammarians) from the rhythms. The latter was, therefore, composed 
in trochaic metre ; the former in those orthian rhythms, the peculiarity 
of which consists in a great extension of certain feet. There is like- 
wise a fragment of Terpander, consisting entirely of long syllables, in 
which the thought is as weighty and elevated as the metre is solemn 
and dignified. “ Zeus, first cause of all, leader of all; Zeus, to thee 
i send this beginning of hymns.” Metres composed exclusively of 
long syllables were employed for religious ceremonies of the greatest 
solemnity. The name of the spondazc foot, which consisted of two long 
syllables, was derived from the libation (o7ovd7), at which a sacred 
silence was observed **. Hymns of this kind were often sung to Zeus 
in his ancient sanctuary of Dodona, on the borders of Thesprotia and 
Molossia ; and hence is explained the name of the Molossian foot, con- 


* Hence in Sappho, fr. 52, Blomf. (69, Neue), the Lesbian singer is called wéppoyos 

AAAAT ITI. 
+ Plutarch de Mus. 4, Pollux iv. 9. 65. 

t These, according to Pollux, iv.9, 66, were ?rugya, uiraoyu, xuréroora, meTaxurd- 
Tp0rd, upur0s, Thouars, txinoyos. 

§ See, particularly, Plutarch de Mus. 3; cf. 4.6.; Proclus in Photius, Biblioth. 
p- 523. 

|| It is, however, possible that some of the smaller Homeric hymns may have 
been proems of this kind by Terpander. For example, that to Athene (xxvii. ) 
appears to be peculiarly fitted for singing to the cithara. 

gq Zid, FHYTWY ULC, TUITUY BY NTHE, 

Zev, 001 Wier TAUTLY UMIWY LOA» 

In Clemens. Alex. Strom, vi. p. 784, who also states that this hymn to Zeus was 

set in the Doric style. rH 
*E cUOnela. 
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sisting of three long syllables, by which the fragment of Terpander 
ought probably to be measured. 

§ 6. The accounts of Terpander’s inventions, and the extant remains 
of his nomes, however meagre and scanty, give some notion of his 
merits as the father of Grecian music. Another ancient master, how- 
ever, the Phrygian musician OLympus, so much enlarged the system 
of the Greek music, that Plutarch considers him, and not Terpander, 
as the founder of it. 

The date, and indeed the whole history of this Olympus, are involved 
in obscurity, by a confusion between him (who is certainly as historical 
as Terpander) and a mythological Olympus, who is connected with 
the first founders of the Phrygian religion and worship. Even Plu- 
tarch, who in his learned treatise upon music has marked the distinc- 
tion between the earlier and the later Olympus, has still attributed 
inventions to the fabulous Olympus which properly belong to the his- 
torical one. The ancient Olympus is quite lost in the dawn of mythical 
legends; he is the favourite and disciple of the Phrygian Silenus, Mar- 
syas, who invented the flute, and used it in his unfortunate contest with 
the cithara of the Hellenic god Apollo. The invention of nomes could 
only be ascribed to this fabulous Olympus, and to the still more ancient 
Hyagnis, as certain nomes were attributed by the Greeks to Olen and 
Philammon; that is to say, certain tunes were sung at festivals, which 
tradition assigned to these nomes. There was also in Phrygia a family 
said to be descended from the mythical Olympus, the members of which, 
probably, played sacred tunes on the flute at the festivals of the Magna 
Mater: to this family, according to Plutarch, the later Olympus 
belonged. 

§ 7. This later Olympus stands midway between his native country 
Phrygia and the Greek nation. Phrygia, which had in general little 
connexion with the Greek religion, and was remarkable only for its 
enthusiastic rites and its boisterous music, obtained, by means of 
Olympus, an important influence upon the music, and thus upon the 
poetry, of Greece. But Olympus would not have been able to exercise 
this influence, if he had not, by a long residence in Greece, become 
acquainted with the Greek civilization. It is stated that he produced 
new tunes in the Greek sanctuary of Pytho; and that he had disciples 
who were Greeks, such as Crates and Hierax the Argive*. It was by 
means of Olympus that the flute attained an equal place in Greek music 
with the cithara ; by which change music gained a much greater com- 
pass than before. It was much easier to multiply the tones of the flute 
than those of the cithara; especially as the ancient flute-players were 
accustomed to play upon two flutes at once. Hence the severe censors 


* The former is mentioned by Plutarch de Mus. 7; the la 

: D ) 345 atter by the 
mnler, c. 26, and ee 10.79. Accordingly it is not probable that this snd 

ympus was a mythical personage, or a collective appellati it ry gi 
musi¢ in its improved state. ae ere as 
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of music in antiquity disapproved of the flute on moral grounds, since 
they considered the variety of its tones as calculated to seduce the 
player into an unchaste and florid style of music. Olympus also in- 
vented and cultivated the third musical scale, the enharmonic; the 
powerful effects of which, as well as its difficulties, have been already 
mentioned. His nomes were accordingly awletic, that is, intended for 
the flute, and belonged to the enharmonic scale. 

Among the different names which have been preserved, that of the 
Harmateios Nomos may be particularly mentioned, as we are able to 
form a tolerably correct idea ofits nature. In the Orestes of Euripides, 
a Phrygian Evnuch in the service of Helen, who has just escaped the 
murderous hands of Orestes and Pylades, describes his dangers 
in a monody, in which the liveliest expression of pain and terror is 
blended with a character of Asiatic softness. This song, of which 
the musical accompaniment was doubtless composed with as much 
art as the rhythmical structure, was set to the harmatian nome, as 
Euripides makes his Phrygian say. This mournful and passionate 
musie appears to have been particularly adapted to the talent and taste 
of Olympus. At Delphi, where the solemnities of the Pythian games 
turned principally upon the fight of Apollo with the Python, Olympus 
is said to have played a dirgein honour of the slain Python upon the 
flute and in the Lydian style*. A nome of Olympus played upon 
several flutes (EvvavAia) was well known at Athens. Aristophanes, in 
the beginning of his Knights, describes the two slaves of Demus as 
giving utterance to their griefs in this tune. But from the esteem in 
which Olympus was held by the ancients, it seems improbable that all 
his compositions were of this gloomy character; and we may therefore 
fairly attribute a greater variety to his genius. His nome to Athene 
probably had the energetic and serene tone which suited the worship of 
this goddess. Olympus also shows great richness of invention in his 
rhythmical forms, and particularly in such as seemed to the Greeks 
expressive of enthusiasm and emotion. It appears probable from 
a statement in Plutarch, that he introduced the rhythm of the songs 
to the Magna Mater, or Galliambi t+. The Atys of Catullus shows what 
an impression of melancholy, beauty and tenderness this metre was capa- 
ble of producing, when handled by a skilful artist. 

A more important fact, however, is, that Olympus introduced not 
only the third scale of music, but also a third class of rhythms. All 


* With this is connected the account that Olympus the Mysian cultivated the 
Lydian style, ipsrorigyneev, Clem. Alex. Strom. 1. p. 363. Potter. 

+ The passage of Plutarch de Musica, c. XXIX., xal roy yogeioy (pulyov), @ WoArD 
REX ONT HA ty rolg Maredas, probably refers to the Iwvixds CVD LEYS which, on account 
of the prevalence of trochees init might probably be considered as belonging tothe 
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the early rhythmical forms are of two kinds*, the equal (icov’), in which 
the arsis is equal to the thesis; and the double (durAaotov), in which 
the arsis is twice as long as the thesis. The former is the basis of the 
hexameter, the latter of the chief part of the poetry of Archilochus. 
The equal rhythm is most appropriate, when a calm composed state of 
mind is to be expressed, as there is a perfect balance of the arsis and 
thesis. The double rhythm has a rapid and easy march, and is 
therefore adapted to the expression of passion, but not of great or 
elevated sentiments, the donble arsis requiring no great energy to 
carry forward the light thesis. Now, besides these, there is a third 
kind of rhythm, called, from the relation of the arsis to the thesis, 
one and a haif (jpu6dtov) ; in which an arsis of two times answers to 
a thesis of three. ‘The Cretan foot (7 v—), and the multifarious class 
of peons belong to this head (/vvv,vvu/, &e.), to which last the 
theoretical writers of antiquity ascribe much life and energy, and at 
the same time, loftiness of expression. That the poets and musicians 
considered it in the same light may be inferred from the use which they 
made of it. Olympus was the first who cultivated this rhythm, as we 
learn from Plutarch, and it is almost needless to remark that this exten- 
sion of the rhythms agrees with the other inventions of Olympus f. 

§ 8. It appears, therefore, that Olympus exercised an important 
influence in developing the rhythms, the instrumental music, and the 
musical scales of the Greeks, as well as in the composition of numerous 
nomes. Yet if we inquire towhat words his compositions were arranged, 
we can find no trace of a verse written by him. Olympus is never, like 
Terpander, mentioned as a poet; he is simply a musician}. His 
nomes, indeed, seem to have been originally executed on the flute alone, 
without singing; and he himself, in the tradition of the Greeks, was 
celebrated as a flute-player. It was a universal custom at this time to 
select the flute-players for the musical performances in Greek cities 
from among the Phrygians: of this nation, according to the testimony 
of Athenzus, were lambus, Adon and Telos, mentioned by the Lacede- 
monian lyric poet Aleman, and Cion, Codalus, and Babys, mentioned 
by Hipponax. Hence, for example, Plutarch says, that Thaletas took 
the Cretan rhythm from the flute-playing of Olympus §, and thus 
acquired the fame of a good poet. Since Olympus did not properly 
belong to the Greek literature, and did not enter the lists with the poets 


* Above, chap. x1. §8. 

+ According to Plutarch de Mus. c. 29. Some also ascribe to Olympus the 
Baxysios pudwos (eS) which belongs to the same family, though its form makes 
a less pleasing impression. 

f Suidas attributes to him wan and tasyeias, which may be a confusion between 
compositions in the lyric and clegiac style and poetical texts, 

§ix rns OrAvurov avancews, Plutarch de Mus.c 10; cf.¢.15. Hence also, ine. 7, ax- 
pak ae are ascribed to Olympus; but in c, 3 the first audedic nomes are ascribed 
to Clonas, 


LITERATURE OF ANCIENT GREECE. 159 


of Greece, it is natural that his precise date should not have been 
recorded. His date, however, is sufficiently marked by the advances of 
the Greek music and rhythm due to his efforts; and the generation to 
which he belonged can thus be determined. For, as it appears both 
from the nature of his inventions and from express testimony that 
music had made some progress in his time, he must be later than Ter- 
pander; on the other hand, he must be prior to Thaletas, according to 
the statement just mentioned ; so that he must be placed between the 
30th and 40th Olympiads (8. c. 660—20) *. 

§ 9. Tuateras makes the third epoch in the history of Greek music. 
A native of Crete, he found means to express in a musical form the 
spirit which pervaded the religious institutions of his country, by which 
he produced a strong impression upon the other Greeks. He seems 
to have been partly a priest and partly an artist; and from this cireum- 
stance his history is veiled in obscurity. He is called a Gortynian, but 
is also said to have been born at Elyrus; the latter tradition may per- 
haps allude to the belief that the mythical expiatory priest Carmanor 
(who was supposed to have purified Apollo himself from the slaughter of 
the Python, and to have been the father of the bard Chrysothemis) 
lived at Tarrha, near Elyrus, in the mountains on the west of Crete. 
It is at any rate certain that Thaletas was connected with this ancient 
seat of religious poetry and music, the object of which was to appease 
passion and emotion. ‘Thaletas was in the height of his fame invited 
to Sparta, that he might restore peace and order to the city, at that 
time torn by intestine commotions. Ir this attempt he is supposed to 
have completely succeeded ; and his political influence on this occasion 
gave rise to the report that Lycurgus had been instructed by him f. 
In fact, however, Thaletas lived several centuries later than Ly- 
curgus, haying been one of the musicians who assisted in perfecting 
Terpander’s musical system at Sparta, and giving it a mew and fixed 
form. The musicians named by Plutarch, as the arrangers of this 
second system, are Thaletas of Gortyna, Xenodamus of Cythera, Xeno- 
critus the Locrian, Polymnestus of Colophon, Sacadas of Argos. 
Among these, however, the last named are later than the former ; as 
Polymnestus composed for the Lacedzemonians a poem in honour of 
Thaletas, which is mentioned by Pausanias. If, therefore, Sacadas was 
a victor in the Pythian games in Olymp. 47, 3 (B. c. 590), and if 
this may be taken as the time when the most recent of these musi- 
cians flourished, the first of them, Thaletas, may be fixed not later 


* According to Suidas, Olympus was contemporary with a king Midas, the son of 
Gordius; but this is no argument against the assumed date, as the Phrygian kings, 
down to the time of Cresus, were alternately named Midas and Gordius. 

+ Nevertheless Strabo, x. p. 481, justly ca!ls Thaletas a legislative man. Like the 
Cretan training in general (Aélian V. H. ii. 39,) he doubtless combined poctry and 
music with a measured and well-ordered conduct. 


160 HISTORY OF THE 


than the 40th Olympiad (n. c. 620); which places him in the right relae 
tion to Terpander and Olympus *. 

§ 10. We now return to the musical and poetical productions of 
Thaletas, which were connected with the ancient religious rites of his 
country. InCrete, at the time of Thaletas, the predominating worship was 
that of Apollo; the character of which was a solemn elevation of mind, 
a firm reliance in the power of the god, and a calm acquiescence in the 
order of things proclaimed by him. But it cannot be doubted that the 
ancient Cretan worship of Zeus was also practised, with the wild war 
dances of the Curetes, like the Phrygian worship of the Magna Mater. 
The musical and poetical works of Thaletas fall under two heads—peans 
and hyporchemes. In many respects these two resembled each other ; 
inasmuch as the pean originally belonged exclusively to the worship of 
Apollo, and the hyporcheme was also performed at an early date in 
temples of Apollo, as at Delos}. Hence peans and hyporchemes were 
sometimes confounded. Their main features, however, were quite dif- 
ferent. The pean displayed the calm and serious feeling which pre- 
vailed in the worship of Apollo, without excluding the expression of an 
earnest desire for his protection, or of gratitude for aid already vouch- 
safed. The hyporcheme, on the other hand, was a dance of a mimic 
character, which sometimes passed into the playful and the comic, 
Accordingly the hyporchematic dance is considered as a peculiar species 
of the lyric dances, and, among dramatic styles of dancing, it is com- 
pared with the cordax of comedy, on account of its merry and sportive 
tone§. The rhythms of the hyporcheme, if we may judge from the 
fragments of Pindar, were peculiarly light, and had an imitative and 
graphic character. 

These musical and poetical styles were improved by Thaletas, who 
employed both the orchestic productions of his native country, and the 
impassioned music and rhythms of Olympus. It has already been re- 
marked that he borrowed the Cretan rhythm from Olympus, which doubt- 
less acquired this name from its having been made known by Thaletas 
of Crete. The entire class of feet to which the Cretan foot belongs, 
were called Peons, from being used in peans (or peons). Thaletas 
doubtless gave a more rapid march to the pean by this animated and 
vigorous rhythm ||. But the hyporchematic productions of Thaletas 
must have been still gayer and more energetic. And Sparta was the 


* Clinton, who, in Fast. Hellen. vol. J 9g 
: ast. 1. vol. 1. p. 199, sq., places Thaletas before Ter- 
pander, rejects the most authentic testimony, that concerning the xaraccacis of 
music at Sparta; and moreover, does not allow sufficient weight to the far more 
artificial character of the music and rhythms of Thaletas 7 
+ eas ré bso} Piromeairyeaves dexnorness. Hesiod, fr. 94. Goettling. 
t Above, ch. iii, § 6. § Athen. xiv. p. 630, E. 
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country which at this time was best suited to the music of dancing. 
The Gymnopedia, the festival of “naked youths,” one of the chief 
solemnities of the Spartans, was well calculated to encourage the love of 
gymnastic exercises and dances among the youth. The boys in these 
dances first imitated the movements of wrestling and the pancration ; 
and then passed into the wild gestures of the worship of Bacchus *. 
There was also much jesting and merriment in these dance-+; a fact 
whic! points to mimic representations in the style of the hyporcheme, 
especially as the establishment of dances and musical entertainments at 
the gymnopedia is ascribed by Plutarch to the musicians, at the heaa 
of whom was Thaletast. The Pyrrhic, or war-dance, was also formed 
by the musicians of this school, particularly by Thalet:s. It was a 
favourite spectacle of the Cretans and Lacedemonians; and both these 
Nations derived it from their ancestors, the former from the Curetes, 
the latter from the Dioscuri. It was accompanied by the flute, which 
could only have been the case after the music of the flute had been 
scientifically cultivated by the Greeks; although there was a legend that 
Athene herself played the war-dance upon the flute to the Dioscuri§. 
It was a natural transition from the simple war-dance to imitations of 
different modes of fighting, offensive and defensive, and to the regular 
representation of mock fights with several Pyrrhichists. According to 
Plato, the Pyrrhic dance was thus practised in Crete; and Thaietas, in 
improving the national music of Crete, composed hyporchemes for the 
Pyrrhic dance. The rhythms which were chosen for the expression of 
the hurried and vehement movements of the combat were of course 
quick and changeable, as was usually the case in the hyporchematic 
poems; the names of some of the metrical feet have been derived from 
the rhythms employed in the Pyrrhic dance |. 

§ Ll. Terpander, Olympus, and Thaletas are distinguished by the 
salient peculiarities which belong to inventive genius. But it is difficult 
to find any individual characteristics in the numerous masters who 
followed them between the 40th and 50th Olympiads. It may, however, 
be useful to mention some of their names, in order to give an idea of 
the zeal with which the Greek music was cultivated, after it had passed 
out of the hands of its first founders and improvers. 

The first name we will mention is Clonas, of Thebes, or Tegea, not 


* These gymnopedic dances, described by Athenzus, xiv. p, 631, xv. p. 678, 
were evidently different from the yopvoraidixn dgxnots, which, according to the same 
Athenzus, was the most solemn kind of lyric dance, and corresponded to the em- 
meleia among the dramatic dances. 

+ Pollux iv. 14, 104. 

t Piutarch de Mus. 9. The ancient chronologists place the first introduction of 
the gymnopedia somewhat earlier, viz. Olymp. 28. 4. (a. c. 665.) 

§ See Miiller’s Dorians, book iv. ch. 6. § 6 and 7. ; 

|| Not only the Pyrrhic (00), but also the proceleusmatic, or challenging, foot 
(Cvc0), refers to the Pyrrhic dance. The latter ought probably to be considered 
a resolved anapest ; and so the iorAws pududs is removed tothe anapestic measure, 
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much later than Terpander, celebrated as a composer of aulodic nomes, 
one of which was called Elegos, on account of its plaintive tone. The 
poetry, which was set to his compositions and simg to the flute, chiefly 
consisted of hexameters and elegiac distichs, without any artificial rhyth- 
mical construction. Seconlly, Hierax, of Argos, a scholar of Olympus, 
was a master of flute playing ; he invented the music to which the Argive 
maidens performed the ceremony of the Flower-carrying (avbecdopia), 
in the temple of Here; and another in which the youths represented 
the graceful exercises of the Pentathlon. We will next enumerate the 
masters who, after Thaletas, contributed the most towards the new 
arrangement of music in Sparta. These were Xenodamus, a Lacede- 
monian of Cythera, a poet and composer of pzans and hyporchemes, 
like Thaletas; Xenocritus, from Locri Epizephyrii in Italy, a town 
noted for its taste in music and poetry. To this Xenocritus is attributed 
.a peculiar Locrian, or Italian measure, which was a modification of the 
Molic* ; as the Locrian love-songs+ approached closely to the Holic 
poetry of Sappho and Erinna. Erotic poems, however, are vot attributed 
to Xenocritus, but dithyrambs, the subjects of which were taken from 
the heroic mythology; a peculiar kind of poetry, the origin and style 
of which we will endeavour to describe hereafter. Lastly, there are to 
be mentioned Polymnestus, of Colophon t, and Sacadas, of Argos ; 
the former was an early contemporary of Aleman, who improved upon 
the aulodia of Clonas, and exceeded the limits of the five styles §. 
He appears, in general, to have enlarged the art of music, and was 
particularly distinguished in the lond and spirited Orthian nome. 
Sacadas was celebrated as having been victorions in flute-playing, at 
the first three Pythian games, at which the Amphictyons presided 
(Olymp. 47. 35 49.3; 50.933 Be.” 590, 582) 9578), ove vfiirst 
played the flute in the Pythian style, but without singing. He left this 
branch of the art to Echembrotus, an Arcadian musician, who, in the 
first Pythiad, gained the prize for accompanying the voice with the 
flute. But, according to Pausanias, this connexion of flute-playing 
and singing seemed, from its mournful and gloomy expression, so 
unsuited to the Pythian festival—a joyful celebration of victory,—that 
the Amphictyons abolished this contest after the first time. With 
regard to Sacadas, and the state of music in his time, he is stated to have 
been the inventor of the tripartite nome (rpyuepre véjoc), in which one 
strophe was set in the Doric, the second in the Phrygian, the third in 
the Lydian style ; the entire character of the music and poetry being, 
doubtless, changed with the change of the style. . 

* Boeckh de Metris Pind. p. 212, 225, 241, 279, 

1} Nox pire Go pecert. 

{ The son of Meles, a name derived from Sm 
often adopted in families of musicians and poets. 


§ By the troavdies cévos, Plutarch de Mus. c. 29 
this statement. (See above, § 4.) 


yrna, which seems to have ben 
(See above, ch. 5, § 2.) 
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§ 12. By the efforts of these masters, music appears to have been 
brought to the degree of excellence at which we find it in Pindar’s 
time ; it was then perfectly adapted to express the general course of any 
feeling, to which the poet could give a more definite character and 
meaning. For however imperfect the management of instrumental 
music and the harmonious combination of different voices and instru- 
ments may have been among the ancient Greeks, nevertheless the Greek 
musicians of this time had solved the great problem of their art, viz., 
that of giving an appropriate expression to the different shades of feel- 
ing. It was in Greece the constant endeavour of the great poets, the 
best thinkers, and even of statesmen who interested themselves in the 
education of youth, to give a good direction to music; they all dreaded 
the increasing prevalence of a luxuriant style of instrumental music, and 
an unrestricted flight in the boundless realms of harmony. But these 
efforts could only for a while resist the inclinations and turbulent de- 
mands of the theatrical audiences * ; and the new style of music was 
established about the end of the Peloponnesian war. It will be here- 
after shown how strong an influence it exercised upon the poetry of 
Greece at that time. At the courts of the Macedonian kings, from 
Alexander downwards, symphonies were performed by hundreds of in- 
struments; and from the statements of the ancients it would seem that 
instrumental music, particularly as regards wind instruments, was at 
that time scarcely inferior in force or number to our own. Yet amidst 
all these grand and brilliant productions, the best judges were forced to 
confess that the ancient melodies of Olympus, which were arranged for 
the simplest instruments, possessed a beauty to which the modern art, 
with all its appliances, could never attain +. 

We now turn to lyric poetry, which, assisted by the musical improve 
ments of Terpander, Olympus, and Thaletas, began in the 40th Olym- 
piad (620 B.c.) a course, which, in a century and a half, brought it to 
the highest perfection. 


* The Asargoxgaria of Plato. + Plutarch de Mus. c. 18. 
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CHAPTER XIII. 


§ 1. Difference between the Lyric Poetry of the AXolians, and the Choral Lyrie 
Poe'ry of the Dorians.—§ 2, Life and political Acts of Alceus.—§ 3. Their con- 
nexion with his Poetry.—§ 4. The other subjects of his Poems.—§ 5. Their me 
trical form.—§ 6. Life and moral character of Sappho.— 7. Her Erotic Poeiry 
to Phaon.—§ 8. Poems of Sappho to women.—§ 9. Hymenzals of Sappho.— 
§ 10. Followers of Sappho, Damophila, Erinna—4§ 11. Life of Anacreon.—§ 12. 
His Poems to the youths at the Court of Polycrates.—} 13. His Love-songs to 
Hetara.—§ 14. Character of his versification.—§ 15. Comparison of the later 
Anacreonties.—§ 16. Scolia; occasions on which they were sung, and their sub- 
jects. —§ 17. Scolia of Hybrias and Cuallistratus, 


§ 1. Tue lyric poetry of the Greeks is of two kinds, which were culti- 
vated by different schools of poets; the name which is commonly given 
to poets living in the same country, and following the same rules of com- 
position. Of these two schools, one is called the Aolic, as it flourished 
among the Molians of Asia Minor, and particularly in the island of 
Lesbos; the other the Doric, because, although it was ditfused over the 
whole of Greece, yet it was first and principally cultivated by the Do- 
rians in Peloponnesus and Sicily. The difference of origin appears also 
in the dialect of these two schools. ‘The Lesbian school wrote in the 
/Golic dialect, as it is still to be found upon inscriptions in that island, 
while the Doric employed almost indifferently either a mitigated Do- 
rism, or the epic dialect, the dignity and solemnity of which was 
heightened by a limited use of Doric forms. These two schools differ 
essentially in every respect, as much in the subject, as in the form and 
style of their poems; and as in the Greek poetry generally, so here in 
particular, we may perceive that between the subject, form, and style, 
there is the closest connexion. To begin with the mode of recitation, the 
Doric lyric poetry was intended to be executed by choruses, and to be 
sung to choral dances, whence it is sometimes called choral poetry: on 
the other hand, the Aolic is never ca'led choral, because it was meant 
to be recited by a single person, who accompanied his recitation with a 
stringed instrument, generally the lyre, and with suitable gestures. 
The structure of the Doric lyric strsphe is comprehensive, and often 
very artifcial ; inasmuch as the ear, which might perhaps be unable to 
detect the recurring rhythms, was assisted by the eye, which could fol- 
low the different movements of the chorus, and thus the spectator was 
able to understand the intricate and artificial plan of the composition. 
The Jolie lyric poetry, on the other hand, was much more limited, and 
either consisted of verses joined together (70 kar& ortyov), or it formed 
of a few short verses, strophes in which the same verse is frequently re- 
peated, and the conclusion is effected by a change in the versification, 
or by the addition of a short final verse. ‘The strophes of the Doric 
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lyric poetry were also often combined by annexing to two strophes 
corresponding with one another, a third and different one called an 
epode. The origin ‘of this, according to the ancients, is, that the chorus, 
having performed one movement during the strophe, return to their 
former position during the antistrophe; and they then remain motion- 
less for a time, during which the epode is sung. The short strophes of 
the Aolic lyric poetry, on the other hand, follow each other in equal 
measure, and without being interrupted by epodes. The rhythmical 
structure of the choral strophes of the Dorie lyric poetry is likewise 
capable of much variety, assuming sometimes a more elevated, some- 
times a more cheerful character; whilst in the Molic, light and lively 
metres, peculiarly adapted to express the passionate emotion of an ex- 
citable mind, are frequently repeated. 

Choral poetry required an object of public and general interest, as 
the choruses were combined with religious festivals; and if they were 
celebrated in private, they always needed a solemn occasion and cele- 
bration. ‘Thoughts and feelings peculiar to an individual could not, 
with propriety, be sung by a numerous chorus. Hence the choral lyric 
poetry was closely connected with the interests of the Greek states, 
either by celebrating their gods and heroes, and imparting a charm and 
dignity to the festal recreations of the people, or by extolling citizens 
who had acquired high renown in the eyes of their countrymen. It 
was also sometimes used at marriages or funerals ;—occasions in 
which the events of private life are brought into public notice. On the 
other hand, the Holic lyric poetry frequently expresses thoughts and 
feelings in which only one mind can sympathize, and expresses them 
with such tenderness as to display the inmost workings of the heart. 
How would such impressions be destroyed by the singing of a chorus 
of many voices! Even when political events and other matters of public 
interest were touched upon in the Molic lyric poetry, they were not 
mentioned in such a manner as to invite general sympathy. Instead of 
seeking, by wise admonitions, to settle the disorders of the state, the 
poet gives expression to his own party feelings. Nevertheless, it is pro- 
bable that the AZolic poets sometimes composed poems for choral ex- 
hibition, for choruses were undoubtedly performed in Lesbos, as well as 
in other parts of Greece; and although some ancient festival songs 
might have existed, yet there would naturally be a wish to obtain new 
poetry, for which purpose the labour of the poets in the island would 
be put in requisition. Several of the Lesbian lyric poems. of which 
we have fragments and accounts, appear to have been composed for 
choral recitation *. But the characteristic excellence of this lyric poetry 


* Especially the hymenzus of Sappho, from which the poem of Catullus, 62, i9 
imitated ; it was recited hy choruses of young men and women; see below § 9. 
Choral dances had heen usual, in connexion with the hymenus, from the earliest 
times; see above ch. 2, § 5. So likewise the fragment of Sappho, Kenoous yu aol’ wo’, 
&c., No. 83, ed. Blomfield, No. 46, ed. Neue, alludes to some imitation of a Cretan 
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was the expression of individual ideas and sentiments, with warmth and 
frankness. These sentiments found a natural expression in the native 
dialect of these poets, the ancient Eolic, which has a character of sim- 
plicity and fondness; the epic dialect, the general language of Greek 
poetry, was only used sparingly, in order to soften and elevate this po- 
pular dialect. Unhappily the works of these poets were allowed to 
perish at a time when they had become unintelligible from the singu- 
larity of their dialect, and the condensation of their thoughts. To this 
cause, and not to the warmth of their descriptions of the passion of love, 
is to be attributed the oblivion to which they were consigned. For if lite- 
rary works had been condemned on moral grounds of this kind, the 
writings of Martial and Petronius, and many poems of the Anthology, 
would not exist ; while Alceus and Sappho would probably be extant. 
As, however, the productions of these two poets have not been preserved, 
we must aitempt to form as perfect an idea of them as can be obtained 
from the sources of information which are open to us. 

§ 2. The circumstances of the life of Atcxus are closely connected 
with the political circumstances of his native city Mytilene, in the island 
of Lesbos. Alczus belonged to a noble family, and a great part of his 
public life was employed in asserting the privileges of his order. These 
were then endangered by democratic factions, which appear to have 
placed ambitious men at their head, and to have given them powerful 
support, as happened about the same time in Peloponnesus. In many 
cases the demagogues obtained absolute, or (as the Greeks called it) 
tyrannical power. <A tyrant of this kind in Mytilene was Melanchrus, 
who was opposed by the brothers of Alczeus, Antimenidas and Cicis, in 
conjunction with Pittacus, the wisest statesman of the time in Lesbos, 
and was slain by them in the 42d Olympiad, 612 8.c. At this time 
the Mytileneans were at war with foreign enemies, the Athenians, who, 
under Phrynon, had conquered and retained possession of Sigeum, a 
maritime town of Troas. The Mytileneans, among whom was Alczeus, 
were defeated in this war; but Pittacus slew Phrynon in single combat, 
Olymp. 43. 3. 606 8.c. Mytilene henceforth was divided into parties, 
from the heads of which new tyrants arose, such as (according to 
Strabo) Myrsilus, Megalagyrus, and the Cleanactids. ‘The aristocratic 
party, to which Alceeus and Antimenidas belonged, was driven ont of 
Mytilene, and the two brothers then wandered about the world. Alczus, 
being exiled, made long sea voyages, which led him to Keypt; and 
Antimenidas served in the Babylonian army, probably in the war which 
Nebuchadnezzar waged in Upper Asia with the Egyptian Pharaoh 
Necho, and the states of Syria, Phoenicia, and Judea, in the years from 


dance round the altar; and dances of this kind were, perhaps, often combined with 
the hymus of the Avolians ; see Anthok Palat. 1,189. Anacrron’s poems were also 
swig by female choruses at nocturnal festival:, according to Criuias ap. Athen. xiik 
p. 600 D. 7 
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B.c. 606 (Ol. 43. 3) to 584 (Ol. 49.1), and longer *. Some time 
after this we again find the brothers in the neighbourhood of their native 
city, at the head of the exiled nobles, and trying to effect their return 
by force. Pittacus was then unanimously elected dictator by the people, 
to defend the constitution, (aicujvjrnc). The administration of Pit- 
tacus lasted, according to the accounts of ancient chronologers, from 
Olymp. 47. 3. (8. c. 590), to 50. 1. (B. c. 580). He was so fortunate 
as to overcome the exiled party, and to gain them over by his clemency 
aud moderation. He also (according to a well authenticated statement) 
wus reconciled with Alewus; and it is probable that the poet, after 
many wanderings, passed his latter days in the quiet enjoyment of his 
home. 

§ 3. In the midst of these troubles and perils, Alceus struck the 
lyre, not, like Solon, with a spirit of calm and impartial patriotism, to 
bewail the evils of the state, and to show the way to improvement, but to 
give utterance to the passionate emotions of his mind. When Myrsilus 
was about to establish a tyrannical government in Mytilene, Alcewus 
composed the beautiful ode, in which he compares the state to a ship 
tossed about by the waves, while the sea has washed into the hold, and 
the sail is torn by the wind. A considerable fragment of this ode has 
been preserved t ; and we may also form some idea of its contents from 
the fine imitation of it by Horace, which, however, probably falls short 
of the original {. When Myrsilus dies, the joy of the poet knows no 
bounds. ‘* Now is the time for carousing, now is the time for chal- 
lenging the guests to drink, for Myrsilus is dead §.”” Horace has also 
taken the beginning of this ode for one of his finest poems||. After 
the death of Myrsilus, we find Alceus aiming the shafts of his poetry 
at Megalagyrus and the Cleanactids, on account of their attempts 
to obtain illegal power ; although, according to Strabo, Alceus himself 
was not entirely guiltless of attempts against the constitution of Myti- 
lene. Even when Pittacus was chosen dictator by the people, the dis- 
content of the poet with the political state of his country did not cease ; 
on the contrary, Pittacus (who was esteemed by all a wise, moderate, 
and patriotic statesman, and who had clearly shown his republican 
virtue by resigning his power after a ten years’ administration) now be- 
came the prime object of the vehement attacks of Alcwus. He reproaches 
the people for having unanimously chosen the ignoble | Pittacus to be 
tyrant over the ill-fated city; and he assails the dictator with vitupera- 


* The battle of Carchemish, or Circesium, appears from Berosus to fall in 604 8. o., 
the year of Nabopolassar’s death; but 606 s. c., the date of the biblical chronology, 
is probably night. 

+ Fragm. 2. Blomf. 2. Matth. ef. 3. 

} Carm. 1,14. O navis referent— 

§ Fragm. 4. Blomf. 4. Matth. 

|| Carm. 1, 37, Nunc est bibendum— 


G] civ xuxomdrgida Iueruxoy. Fragm, 23, Blomf. 5, Matth, 
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tive epithets wh'ch appear fitter for iambic than for lyric poetry. Thus 
he taunts him in words of the boldest formation, sometimes with Be 
mean appearance, sometimes with his low and vulgar mode of life. 
As compared with Pittacus, it seems that the poet now oo the 
former tyrant Melanchrus, “ worthy of the respect of the city +. 

In this class of his poems (called by the ancients his: party poems, 
dryooraciacruca), Alceeus gave a lively picture of the political state of 
Mytilene, as it appeared to his partial view. His Wwar-songs express a 
stirring martial spirit, though they do not breathe the strict principles of 
military honour which prevailed among the Dorians, particularly in 
Sparta. He describes with joy his armoury, the walls of which glit- 
tered with helmets, coats of mail, and other pieces of armour, “ which 
must now be thought upon, as the work of war is begun }.” He 
speaks of war with courage and confidence to his companions in arms ; 
there is no need of walls (he says), “‘ men are the best rampart of the 
city § ;” nor does he fear the shining weapons of the enemy. “ Em- 
blems on shields make no wounds ||.’? He celebrates the battles of his 
adventurous brother, who had, in the service of the Babylonians, slain a 
gigantic champion §[; and speaks of the ivory sword-handle which this 
brother had brought from the extremity of the earth, probably the pre- 
sent of some oriental prince **. Yet the pleasure he seems to have felt 
in deeds of arms did not prevent him from relating in one of his poems, 
how in a battle with the Athenians he had escaped indeed with his life, 
but the victors had hung up his castaway arms as trophies, in the 
temple of Pallas at Sigeum + +. 

§ 4. A noble nature, accompanied with strong passions, a variety of 
character frequent among the olians, appears in all the poetry of 
Alceeus, especially in the numerous poems which sing the praises of 
love and wine. The frequent mention of wine in the fragments of 
Alceus shows how highly he prized the gift of Bacchus, and how in- 
genious he was in the invention of inducements to drinking. Now it is 
the cold storms of winter which drive him to drink by the flame of the 


_ * In Diog. Laert. 1. 81. Fragm. 6. Matth, Thus he calls Pittacus CoPodogridas, that 
is, who sups in the dark, and not in a room lighted with lamps and torches. 

+ Fragm. 7. Blomf. 7. Matth. 

t Fragm. 24, Blomf. 1. Matth. comp. below § 5, 

§ Fragm. 9. Blomf. 11, 12. Matth. 

|| Fragm. 13. Matth. 


@ The fragment in Strabo xiii. 


». 617, (86. Blomf, 8, Matth.) has been t 
by the author in Niebuhr’s Rhe ‘ MAE ae es 


A ee a einisches Museum, vol. i. p.287W—Ka) edy ader@av 
Avrmeviday, ov now  Arxaios f o é é z 
ae i Sine tae a N BaPudovioss rue mae x oUver a. TeAboa Ktyav dbrov, xual tx rovwy 

Hens BELA m10ee Maxaray, ws Gnoi, Bacirrioy, 
Hlay raxeay amo rturay, (AvOol. for xévrs) : 
a palm of five Greek cubits. 


** Fragm. 32. Blomf. 67. Matth. 
+} Fragm. 56, Blomf. 9. Matth, 


3 ( Taruorey wrorLirovra Movow 
thats, this royal champion only wanted 
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hearth, as in a beautiful poem imitated by Horace * ; now the heat of 
the dog star, which parches all nature, and invites to moisten the 
tongue withwinet. Another time it is the cares and sorrows of life for 
which wine is the best medicine {; and then again, it is joy for the 
death of the tyrant which must be celebrated by a drinking bout. Al- 
cus however does not consider wine-drinking as a mere sensual excite- 
ment. Thus he calls wine the drowner of cares § ; and, as opening the 
heart, itis a mirror for mankind |. Still it may be doubted whether 
Alceus composed a separate class of drinking songs, (cupzorud.) From 
the fragments which remain, and the imitations by Horace, it is more 
probable that Alceus connected every exhortation to drink with some 
reflection, either upon the particular circumstances of the time or upon 
man’s destiny in general. 

It is much to be regretted that so little of the erotic poetry of Aleaeus 
has reached our time. What could be more interesting than the re- 
lations between Alceus and Sappho? of the poet with the poetess ? 
whilst on the part of Alczeus love and respect for the noble and renowned 
maiden were in conflict. He salutes her in a poem, “ Violet crowned, 
pure, sweetly smiling Sappho ;” and confesses to her in another that he 
wishes to express more, but shame prevents him. Sappho understands 
his meaning, and answers with maiden indignation, “ If thy wishes 
were fair and noble, and thy tongue designed not to utter what is base, 
shame would not cloud thy eyes, but thou wouldst freely speak thy just 
desires ¥.”” That his poems to beautiful youths breathed feelings of the 
tenderest love may be conjectured from the well-known anecdote that 
he attributed a peculiar beauty to a small blemish in his beloved * *. 
‘The arnatory poems, like the passages in praise of wine, are free from a 
tone of Sybaritic effeminacy, or merely sensual passion. Throughout 
his poems, we see the active restless man; and the tumult of war, the 
strife of politics, the sufferings of exile, and of distant wanderings, serve 
by contrast to heighten the effect of scenes of tranquil enjoyment. “ The 
Lesbian citizen sang of war amidst the din of arms; or, when he had 
bound the storm-tossed ship to the shore, he sang of Bacchus and the 
Muses, of Venus and her son, and Lycus, beautiful from his black hair 
and black eyes + t.”’ It isevidentthat poetry was not a mere pastime, or 
exercise of skill to Alczus, but a means of pouring out the inmost feel- 
ings of his soul. How superior are these poems to the odes of Horace ! 
which, admirable as they are for the refinement of the ideas and the 


* Fragm. 1. Blomf. 27. Matth, Horat. Carm. I. 9. Vides ut alta. 

+ Fragm. 18, Blomf. 28, Matth. { Fragm. 3. Blomf. 29. Matth, 
§ Autixndis, Fragm. 20. Blomf. 31. Matth. 

|| Fr. 16. Blomf, 36, 37. Matth. 

@ Fragm. 38. Blomf. and Sappho, Fragm. 30. In Matthiw, Fragm. 41, 42. 
** Cicero de Nat. D. 1.28. The cod. Glogau. has in Pericle pucro. 

++ Horat. Carm. I. 32. 5, sgq. Cf, Schol. Pind. Olymp. x. 19. 
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beauty of the execution, yet are wanting in that which characterized the 
Aolic lyric poetry, the expression of vehement passion. 

There is little characteristic in the religious poetry of Alceus, 
which consisted of hymns to different deities. These poems (judging 
from a few specimens of them) had so much of the epic style, and con- 
tained so much diffuse and graphic narrative, that their whole structure 
must have been different from that of the poems designed for the ex- 
pression of opinions and feelings. In a hymn to Apollo, Alceus related 
the beautiful Delphic legend, that the youthful god, adomed by Zeus 
with a golden fillet, and holding the lyre, is carried in a car drawn by 
swans to the pious Hyperboreans, and remains with them for a year ; 
when, it being the time for the Delphic tripods to sound, the god about 
the middle of summer goes in his car to Delphi, while choruses of youths 
invoke him with poems, and nightingales and cicade salute him with 
their sones*. Another hymn, that to Hermes, had manifestly a close 
resemblance to the epic hymnof the Homeric poet t: both relate the 
birth of Hermes, and his driving away the oxen of Apollo, as also the 
wrath of the god against the thief, which however is changed into 
laughter, when he finds that, in the midst of his threats, Hermes has 
contrived to steal the quiver from his shoulder {. In another hymn the 
birth of Hepheestus was related. It appears from a few extant fragments 
that Alceeus used the same metres and the same kind of strophes in the 
composition of these hymns, as for his other poems. The flow of the 
narrative must, however, have been checked by these short verses and 
strophes. Still Alczeus (as Horace also does sometimes) was able to 
carry the same ideas and the same sentence through several strophes. 
It is moreover probable, from the extraordinary taste displayed by the 
ancient poets, and by Alceus in particular, in the choice and manage- 
ment of metrical forms, that he would in his hymns have brought the 
verse and the subject into perfect harmony. ~ 

§ 5. The metrical forms used by Alczeus are mostly light and lively ; 
sometimes with a softer, sometimes with a more yehement character. 
They consist principally of A°olic dactyls, which, though apparently 
resembling the dactyls of epic poetry, yet are essentially unlike. Instead 
of depending upon the perfect balance of the Arsis and Thesis §, they 
admit the shortening of the former; whence arises an irregularity which 
was distinguished by the ancient writers on metre by the name of 
disproportioned dactyls (4doyoe Caxtudor). These dactyls begin with 
the undetermined foot of two syllables, which is called basis, and 
they flow on lightly and swiftly, without alternating with heavy spondees, 


* Fragm. 17. Matth, t+ Above ch. 7. § 5. 

{ Fragm. 21. Matth. Horace, Carm, I. 10.9, has borrowed the last incident from 
Alceus: but the hymn of Alceus, which related at length the story of the theft, 
was on the whole different from the ode of Horace, which touches on many adven- 
tures of Hermes, without dwelling on any, 

) Above ch. 4. 9 4. 
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The choriambics of the Holic lyric poets are composed on the same 
plan, as they have also the preceding basis; yet this metre always re- 
tains something of the stately tone which belongs to it. Hence Alczeus, 
and also Horace, whose metres are for the most part borrowed from 
him, composed poems of choriambic verses by simple repetition, without 
dividing them into strophes; these poems have a somewhat loftier and 
more solemn tone than the rest. ‘The Logawdic metre also belongs 
peculiarly to the Molic lyric poets; it is produced by the immediate 
junction of dactylie and trochaic feet, so that a rapid movement. passes 
into a feebler one. This lengthened and various kind of metre was pe- 
culiarly adapted to express the softer emotions, such as tenderness, 
melancholy, and longing. Hence this metre was frequently used by the 
A®olians, and their strophes were principally formed by connecting 
logacedic rhythms with trochees, iambi, and /Kolic dactyls. Of this 
kind is the Sapphic strophe, the softest and sweetest metre in the Greek 
lyric poetry, and which Alezeus seems to have sometimes employed, as 
in his hymn to Hermes*. But the firmer and more vigorous tone of 
the metre, called after him the Alcaic, was beiter suited to the temper 
of his mind. The logacdic elements T of this metre have but little of 
their characteristic softness, and they receive an impulse from the iambic 
dipodies which precede them. Hence the Alcaic strophe is generally 
employed by these poets in_ political and warlike poems, and in all in 
which manly passions predominate. Alczeus likewise formed longer 
verses of logacedic feet, and joined them in an unbroken series, after the 
manner of choriambic and many dactylic verses. In this way he ob- 
tained a beautiful measure for the description of his armoury {. Among 
the various metres used by Alczeus, the last which we shall mention 


* That is to say, if the verse in fragm, 37. Blomf. 22. Matth. was the beginning 
of this hymn. According to Apollonius de pronom. p. 90. ed Bekker, it runs thus : 
yoaiot, Kurravas 6 tds (as participle, with the A®olic accent, for wedsis), c8 yee wos 

+ In these remarks it is assumed that the second part of the alcaic verse 1s not 
choriambic, or dactylic, but Jogacedic ; and that the whole ought thusto bearranged: 


Oo 70_9 | Z00_0~— 

Oa | AOL) s 

BLASS PANCRAS 
Wess eyeuay sy re) 

Thus it appears that the third verse of the strophe is a prolongation of the first 
half of the two first verses; and that the fourth verse isa similar prolongation of 
the second half. ‘The entire strophe is therefore formed of a combination of the two 
elements, the iambic and the logacedic. 

t Fragm, 24. Blomf. 1. Matth. The metre ought probably to be arranged as 
fo! ows (the basis being marked X —): 

Ke ON ean pe LOO OS |) Zoe. 


Verses 3 and 4 ought to be read thus: ydAaneas bb ruorddos ngdaroow mégintiverc. 
Ruawwou) xvéusdes, i.e. “ and brazen shining grieves concesl the pegs, to which they 
cs t - Fe F ° : i ane 
are suspended.” raccdd.o1s 18 the AZolic accusative; the dative in this dialect is al- 
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is the Ionie metre (Tonici a minori), which he used to express the emo~ 
tions of his passionate nature *. 

§ 6. We come now to the other leader of the Lesbian school of 
poetry, SappHo, the object of the admiration of all antiquity. There is 
no doubt that she belonged to the island of Lesbos ; and the question 
whether she was born in Eresos or Mytilene is best resolved by supposing 
that she went from the lesser city to the greater, at the time of her 
greatest celebrity. She was nearly contemporaneous with her country- 
man Alecseus, although she must have been younger, as she was still 
alive in Ol. 53. 568 ». c. About Ol. 46. 596 8. c., she sailed from 
Mytilene in order to take refuge in Sicily +, but the cause of her flight 
is unknown ; she must at that time have been in the bloom of her life. 
At a much later period she produced the ode mentioned by Herodotus, 
in which she reproached her brother Charaxus for having purchased 
Rhodopis { the courtesan from her master, and for having been induced 
by his love to emancipate her. This Rhodopis dwelt at Naucratis, and 
the event fails at a time when a frequent intercourse with Egypt had 
already been established by the Greeks. Now the government of 
Amasis (who permitted the Greeks in Egypt to dwell in Naucratis) 
began in Olymp 52. 4. 569 B. c., and the return of Charaxus from the 
journey to Mytilene, where his sister received him with this reproachful 
and satirical ode, must have happened some years later. 

The severity with which Sappho censured her brother for his love for a 
courtesan enables us to form some judgment of the principles by which 
she guided her own conduct. For although at the time when she wrote this 
ode to Charaxus, the fire of youthful passion had been quenched in her 
breast; yet she never could have reproached her brother with his love 
for a courtesan, if she had herself been a courtesan in her youth; and 
Charaxus might have retaliated upon her with additional strength. 
Besides we may plainly discern the feeling of unimpeached bonour due 
to a freeborn and well educated maiden, in the verses already quoted, 
which refer to the relation of Alceus and Sappho. Alczeus testifies 
that the attractions and loveliness of Sappho did not derogate from her 
moral worth when he calls her “ violet-crowned, pure, sweetly smiling 
Sappho §.” These genuine testimonies are indeed opposed to the ac- 
counts of many later writers, who represent Sappho as a courtesan. 
To refute this opinion, we will not resort to the expedient employed by 


* Fragm. 36. Blomf. 69. Matth. 
tut dsiAdy, tuk wacay xaxordrwy Tsdéx 17 ctv. 
Every ten of these Ionic feet ‘ormed a system, as Bentley h 
‘ na y has arranged Horat. 

Carm, III. 12. Horace, however, has not in this ode succeeded in catching the 
genuine tone of the metre. See above ch. 1). OZ 

+ Marm. Par. ep. 36. comp. Ovid Her. xv. 51. The date of the Parian marble i 
lost; but it must have been between Olymp. 44. }. and 47.2. iba 

f If. 135, and see Athen, xii, p. 596. Rhodopis or Doricha was the fellow slave 
of sop, who flourished at the same time (Olymp. 52), 

Q lomAag,’, eevee, mesrsgcomeide Zarpor. See above § 4. 
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some ancient writers, who have attempted to distinguish a courtesan of 
Eresos named Sappho from the poetess. A more probable cause of this 
false imputation seems to be, that later ~enerations, and especially the re- 
fined Athenians, were incapable of conceiving and appreciating the frank 
simplicity with which Sappho pours forth her feelings, and therefore 
confounded them with the unblushing immodesty of a courtesan. In 
Sappho’s time, there still existed among the Greeks much of that pri- 
mitive simplicity which appears in the wish of Nausicaa in Homer that 
she had such a husbandas Ulysses. That complete separation between 
sensual and sentimental love had not yet taken place which we find in 
the writings of later times, especially in those of the Attic comic poets. 
Moreover the life of women in Lesbos was doubtless very different from 
the life of women at Athens and among the Ionians. In the Ionian 
States the female sex lived in the greatest retirement, and were exclu- 
sively employed in household concerns. Hence, while the men of Athens 
were distinguished by their perfection in every branch of art, none of 
their women emerged from the obscurity of domestic life. The secluded 
and depressed condition of the female sex among the Tonians of Asia 
Minor, originating in circumstances connected with the history of their 
race, had also become universal in Athens, where the principle on 
which the education of women rested was that just so much mental 
culture was expedient for women as would enable them to manage the 
household, provide for the bodily wants of the children, and overlook the 
female slaves ; for the rest, says Pericles in Thucydides *, “that woman 
is the best of whom the least is said among men, whether for evil or for 
good.” But the olians had in some degree preserved the ancient 
Greek manners, such as we find them depicted in their epic poetry 
and mythology, where the women are represented «s taking an active 
share not only in social domestic life, but in public amusements; and 
they thus enjoyed a distinct individual existence and moral character. 
There can be no doubt that they, as well as the women of the Dorian 
states of Peloponnesus and Magna Grecia, shared in the advantages 
of the general high state of civilization, which not only fostered poetical 
talents of a high order among women, but, as'in the time of the Pytha- 
gorean league, even produced in them a turn for philosophical reflec- 
tions on human life. But as such a state of the education and intellect 
of women was utterly inconsistent with Athenian manners, it is natural 
that women should be the objects of scurrilous jests and slanderous 
imputations. We cannot therefore wonder that women who had in 
any degree overstepped the bounds prescribed to their sex by the 
manners of Athens, should be represented by the licentious pen of the 
Athenian comic writers, as lost to every sentiment of shame or decency +. 


* TI. 45. 
+ There were Attic comedies with the title of “ Sappho,” by Amphis, Antiphanes, 
Ephippus, Timocles and Diphilus; and a comedy by Plato entitled “ Phaon, 
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§.7. dis certain that Sappho, in her odes, made frequent mention 
of a yonth, to whom she gave her whole heart, while he requited her 
passion with cold indifference. But there is no trace whatever of her 
having named the object of her passion, or sought to win his favour by 
her . beautiful verses. The pretended name of this youth, Phaon, 
although frequently mentioned in the Attic comedies *, appears not to 
have occurred in the poetry of Sappho. If Phaon had been named in 
her poetry, the opinion could not have arisen that it was the courtesan 
Sappho, and not the poetess, who was in love with Phaon +. Moreover, 
the marvellous stories of the beauty of Phaon and the love of the goddess 
Aphrodite for him, have manifestly been borrowed from the mythus 
of Adonis {. Hesiod mentions Phaethon, a son of Eos and Cephalus, 
who when a child was carried off by Aphrodite, and brought up as the 
guardian of the sanctuary in her temples §. 'This is evidently founded on 
the Cyprian legend of Adonis ; the Greeks, adopting this legend, appear 
to have given the name of Phaethon or Phaon to the favourite of 
Aphrodite ; and this Phaon, by various mistakes and misinterpretations, 
at length became the beloved of Sappho. Perhaps also the poetess 
may, in an ode to Adonis, have celebrated the beautiful Phaon in such 
a manner that the verses may have been supposed to refer to a lover of 
her own. 

According to the ordinary account, Sappho, despised by Phaon, took 
the leap from the Leucadian rock, in the hope of finding a cure for the 
pains of unrequited love. But even this is rather a poetical image, 
than a real event in the life of Sappho. The Leucadian leap was a re- 
ligious rite, belonging to the expiatory festivals of Apollo, which was 
celebrated in this as in other parts of Greece. At appointed times, 
criminals, selected as expiatory victims, were thrown from the hich 
overhanging rock into the sea; they were however sometimes caught 
at the bottom, and, if saved, they were sent away from Leucadia ||. 
This custom was applied in various ways by the poets of the time to 
the description of lovers. Stesichorus, in his poetical novel named 


* Asin the verses of Menander in Strabo x. p. 452. 
od On Aeyeroes xparn Larto 
roy dxrtoxoumoy éneaca Paiwy 
oloreayes ob) pipes wireas 
aro TnrAsPavos. 

+ In Athen. XIII. p. 596 E, and several ancient lexicographers. 

{ Cratinus, the comic poet, in an unknown play in Athen. II, p. 69. D. relates 
that Aphrodite had concealed Phaon ty éedaxivais, among the letiuce. The same 
legend is also related of Adonis by others, in Athengus; and it refers to the use of 
the horti Adonidis. Concerning Phaon-Adonis, see also Atlian V. H. xii. 18. Lu-- 
cian Dial. Mort. 9. Plin, N. H. xxii. 8. Servius ad Virg. Atn. III. 279. not to 
mention inferior anthorities for this legend. 

§ Hesiod. Theog. 986. sq. vnorsarcv pdxsoy, according to the reading of Aris- 
tarchus. 


|| Concerning the connexion of this custom with the worship of A poll iller’ 
Dorians. B. 11. ch. 11. § 10. poh A poroupes Miers 
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Calyce, spoke of the love of a virtuous maiden for a youth who despised 
her passion ; and in despair she threw herself from the Leucadian rock. 
The effect of the leap in the story of Sappho (viz. the curing her of 
her intolerable passion) must therefore have been unknown to Stesi- 
chorus. Some years later, Anacreon says in an ode, “ again casting 
myself from the Leucadian rock, I plunge into the grey sea, drunk with 
love *.” The poet can scarcely by these words be supposed to say that 
he cures himself of a vehement passion, but rather means to describe the 
delirious intoxication of violent love. The story of Sappho’s leap pro- 
bably originated in some poetical images and relations of this kind; a 
similar story is told of Aphrodite in regard to her lament for Adonis +. 
Nevertheless it is not unlikely that the leap from the Leucadian rock 
may really have been made, in ancient times, by desperate and frantic 
men. Another proof of the fictitious character of the story is that it 
leaves the principal point in uncertainty, namely, whether Sappho sur- 
vived the leap or perished in it. 

From what has been said, it follows that a true conception of the 
crotic poetry of Sappho, and of the feelings expressed in it, can only be 
drawn from fragments of her odes, which, though numerous, are for the 
most part very short. The most considerable and the best known of 
Sappho’s remains is the complete ode {, in which she implores Aphro- 
dite not to allow the torments and agitations of love to destroy her 
mind, but to come to her assistance, as she had formerly descended 
from heaven in her golden car drawn by sparrows, and with radiant 
smiles on her divine face had asked her what had befallen her, and 
what her unquiet heart desired, and who was the author of her pain. 
She promised that if he fled her now, he soon would follow her ; if he 
did not now accept her presents, he would soon offer presents to her ; 
if he did not love her now, he would soon love her, even were she coy 
and reluctant. Sappho then implores Aphrodite to come to her again 
and assist her. Although, in this ode, Sappho describes her love in 
glowing language, and even speaks of her own frantic heart§, yet 
the indelicacy of such an avowal of passionate love is much diminished 
by the manner in which it is made. The poetess does not impor- 
tune her lover with her complaints, nor address her poem to him, 
but confides her passion to the goddess and pours out to her all the 
tumult and the anguish of her heart. There is great delicacy in her 
not venturing to give utterance in her own person to the expec- 
tation that the coy and indifferent object of her affection would be 
transformed into an impatient lover; an expectation little likely to find 
a place in a heart so stricken and oppressed as that of the poetess ; she 


* In Hephestion, p. 10. 
+ See Ptolem. Hephastion (in Phot. Bibliothee.) PiBaroy &. 
t Fragm. 1. Blomf, 1. Neue. 


§ waning boyy. 
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only recalls to her mind, that the goddess had in former and similar 
situations vouchsafed her support and consolation. In other fragments 
Sappho’s passionate excitable temper is expressed with frankness ae 
foreign to our manners, but which possesses a simple grace. Thus 
she says, “J request that the charming Menon be invited, if the 
feast is to bring enjoyment to me*;’? and she addresses a dis- 
tinguished youth in these words: “ Come opposite to me, oh friend, 
and let the sweetness which dwells in thine eyes beam upon me f.” 
Yet we can no where find grounds for reproaching her with having 
tried to please men or met their advances when past the season of 
youth. On the contrary, she says, “ Thou art my friend, I therefore 
advise thee to seek a younger wife, I cannot bring myself to share thy 
house as an elder ¢.” 

§ 8. It is far more difficult to discover and to judge the nature of 
Sappho’s intimacies with women. It is, however, certain that the 
life and education of the female sex in Lesbos was not, as in Athens, 
confined within the house; and that girls were not entrusted ex- 
clusively to the care of mothers and nurses. There were women 
distinguished by their attainments, who assisted in instructing a circle 
of young girls, in the same manner as Socrates afterwards did at Athens 
young men of promising talents. ‘There were also among the Dorians 
of Sparta noble and cultivated women, who assembled young girls about 
them, to whom they devoted themselves with great zeal and affection ; 
and these girls formed associations which, in all probability, were under 
the direction of the elder women §. Such associations as these existed 
in Lesbos in the time of Sappho; but they were completely voluntary, 
and were formed by girls who were studying to attain that proficiency 
in music or other elegant arts, that rehnement and grace of manners, 
which distinguished the women around whom they congregated. 
Musi¢ and poetry no doubt formed the basis of these societies, and 
instruction and exercise in these arts were their immediate object. 
Though poetry was a part of Sappho’s inmost nature, a genuine ex- 
pression ot the feelings by which she was really agitated, it is probable 
that with her, as with the ancient poets, it was the bus'ness and study 
of life; and as technical perfection in it could be taught, it might, 
by persevering instructions, be imparted to the young ||. Not only 
Sappho, but many other women in Lesbos, devoted themselves to this 
mode of life. In the songs of this poetess, frequent mention was made 


* Fragm. 33. Neue, from Hephest. p. 41; it is not, however, quite certain, that 
the verses belong to Sappho. Compare fragm, 10. Blomf. 5. Neue (Abe, Kdorgs). 

+ Fragm. 13, Blomf. 62. Neue. Compare fragment 24. Blomf, 32, Neue. (yavxesa 
“are, ovro—), and 28, Blomf, 55. Neue, (d:duxe wiv & csrdve —). 

¢ Fragm. 12. Blomf. 20. Neue (according to the reading of the latter), 

§ Miuller’s Dorians, B. iv. chap. 4. §8. ch. 5. § 2, 

|! Hence Sappho calls her house, “the house of the servant of the Muses,” 


uovooroAw oixiay, froin Which mourning must be excluded ; Fragm. 71. Blomf. 28. 
Neue. ; 
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of Gorgo and Andromeda as her rivals *. A great number of her young 
friends were from distant countries t, as Anactoria of Miletus, Gongyla 
of Colophon, Eunica of Salamis, Gyrinna, Atthis, Mnasidica. A 
great number of the poems of Sappho related to these female friendships, 
and reveal the familiar intercourse of the woman's chamber, the 
Gyneconitis ; where the tender refined sensibility of the female mind 
was cultivated and impressed with every attractive form. Among 
these accomplishments, music and a graceful demeanor were the most 
valued. The poetess says to a rich but uncultivated woman, ‘“ Where 
thou diest, there wilt thou lie, and no one will remember thy name in 
tines to come, because thou hast no share in the roses of Pieria. In- 
glorious wilt thou wander about in the abode of Hades, and flit among 
its dark shades }.””. She derides one of her rivals, Andromeda, for her 
manner of dressing, from which it is well known the Greeks were wont 
to infer much more of the native disposition and character than we 
do. ‘“ What woman,” says she toa young female friend, “ ever charmed 
thy mind who wore a vulgar and graceless dress, or did not know how 
to draw her garments close around her ankles § ?” She reproaches one 
of her friends, Mnasidica, because, though her form was beautiful as 
that of the young Gyrinna, yet her temper was gloomy ||. To another, 
Atthis, to whom she had shown particular marks of affection, and who 
had grieved her by preferring her rival Andromeda, she says, “ Again 
does the strength-dissolving Eros, that bitter-sweet, resistless monster 
agitate me; but to thee, O Atthis, the thought of me is importunate ; 
thou fliest to Andromeda.” It is obvious that this attachment bears 
less the character of maternal interest than of passionate love; as 
among the Dorians in Sparta and Crete, analogous connexions between 
men and youths, in which the latter were trained to noble and manly 
deeds, were carried on in a language of high wrought and pas- 
sionate feeling which had all the character of an attachment between 
persons of different sexes. This mixture of feelings, which among 
nations of a calmer temperament have always been perfectly distinct, is 
an essential feature of the Greek character. 


* From the passage on the relations of Sappho in Maxim. Tyrius, Dissert. xxiv. 

i In Suidas i sae the traigas and pabirgias of Sappho are distinguished: but 
the iraige: were, at least originally, wxbires. Thus Maximus Tyrius mentions 
Anactoria as being loved by Sappho; but it is probable that ’Avayoga Miancia, men- 
tioned by Suidas among her pabargia, is the same person, and that the name ought 
to be written “Avaxrogia Mangia. This emendation is confirmed by the fact, that 
the ancient name of Miletus was Anactoria; Sephan. Byaant. in voc. M/anros, 
Eustath. ad Il. II. 8, p 21, ed. Rom.; Schol. Apoll. Rhod. 1. 187, 

t . lL. Blomf. 19. Neue. é 

§ woe 35. Blomf. 23. Neue. This passage is illustrated by ancient works of 
sculpture,on which women are represented as walking with the upper garment drawn 
close to the leg above the ankle. See, for example, the relief in Mus. Capitol. T.1V. 

. 43. ; ; : I 

ait Fragm. 26, 27. Blomf. 42. Neue. The reading, however, is not quite certain. 

@ Fragm. 31. Blomf. 37, Neue. cf. 32. Blomf. 14. Neue. "Hgawav may tye obdev, 
‘Acbl, wddas Kova. . 
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The most remarkable exemple of this impassioned strain of Sappho 
in relation to a female friend is that considerable fragment preserved by 
Longinus, which has often been incorrectly batenpbelall. because the 
beginning of it led to the erroneous idea that the object of the passion 
expressed in it was a man. But the poem says, “ That man seems to 
me equal to the gods who sits opposite to thee, and watches thy sweet 
speech and charming smile. My heart loses its force : for when I look at 
thee, my tongue ceases to utter; my voice is broken, a subtle fire glides 
through my veins, my eyes grow dim, and a rushing sound fills my 
ears.”? In these, and even stronger terms, the poetess expresses nothing 
more than a friendly attachment to a young girl, but which, from the 
extreme Fea Umit of feeling, assumes all the tone of the most ardent 
passion * 

§ 9. From the class of Sapphic odes which we have just described, 
we must distinguish the Epithalamia or Hymeneals, which were pecu- 
liarly adapted to the genius of the poetess from the exquisite perception 
she seems to have had of whatever was attractive in either sex. These 
poems appear, from the numerous fragments which remain, to have had 
great beauty, and much of that mode of expression which the simple, 
natural manners of those times allowed, and the warm and sensitive 
heart of the poetess suggested. The Epithalamium of Catullus, not 
that playful one on the marriage of Manlius Torquatus, but the charm- 
ing, tender poem, “ Vesper adest, juvenes, consurgite,’? is an evident 
imitation of a Sapphic Epithalamium, which was composed in the same 
hexameter verse. It appears that in this, as in Catullus, the trains of 
youths and of maidens advanced to meet; these reproached, those 
praised the evening star, because he led the bride to the youth. Then 
comes the verse of Sappho which has been preserved, ‘“ Hesperus, who 
bringest together all that the rosy morning's light has scattered 
abroad +.” The beautiful images of the gathered flowers and of the 
vine twining about the elm, by which Catullus alternately dissuades 
and recommends the marriage of the maiden, have quite the character 
of Sapphic similes. These mostly turn upon flowers and plants, which 
the poetess seem to have regarded with fond delight and sympathy ¢. In 
a- fragment. lately here which bears a strong impression of the 
simple language of Sappho, she compares the freshness of youth and 
the unsullied beauty of a maiden’s face to an apple of some peculiar 
kind, which, when all the rest of the fruit is gathered from the tree, 
remains alone at an unattainable height, and drinks in the whole vigour 
of vegetation; or rather (to give the simple words of the poetess in 


% Catullus, who imitates this poem in Carm. 51, Gives it an ironical termination, 
(Otium, Catulle, tibi molestum est, &c.,) which is certainly not borrowed from 
Sappho. 

+ Eraom, 45, Blomf, 68. Neue. 

‘i Concerning the love of Sappho for the rose, seé Phi : Spi 
Neier py seé Philostrat. Epist. 73, comp, 
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which the thought is placed before us and gradually heightened with 
great beauty and nature) “ like the sweet apple which ripens at the top 
of the bough, on the topmost point of the bough, forgotten by the 
gatherers—no, not quite forgotten, but beyond their reach *.” A frag- 
ment written in a similar tone, speaks of a hyacinth, which growing 
among the mountains is trodden underfoot by the shepherds, and its 
purple flower is pressed to the ground ¢; thus obviously comparing the 
maiden who has no husband to protect her, with the flower which grows 
in the field, as contrasted with that which blooms in the shelter of a 
garden. In another hymeneal, Sappho compares the bridegroom to a 
young and slender sapling {. But she does not dwell upon such 
images as these alone; she also compares him to Ares §, and his deeds 
to those of Achilles ||; and here her lyre may have assumed a loftier 
tone than that which usually characterised it. But there was another 
kind of hymeneal among the songs of Sappho, which furnished occasion 
to a sort of petulant pleasantry. In this the maidens try to snatch 
away the bride as she is led to the bridegroom, and vent their mockery 
on his friend who stands before the door, and is thence called the 
Porter. 

Sappho aiso composed hymns to the gods, in which she invoked them 
to come from their favourite abodes in different countries; but there is 
little information extant respecting their contents. 

§ 10. The poems of Sappho are little susceptible of division into distinct 
classes. Hence the ancient critics divided them into books, merely 
according to the metre, the first containing the odes in the Sapphic 
metre, and soon. The hymeneals were thus placed in different books. 
The rhythmical construction of her odes was essentially the same as 
that of Aleseus, yet with many variations, in harmony with the softer 
character of her poetry, and easily perceptible upon a careful compa- 
rison of the several metres. 

How great was Sappho’s fame among the Greeks, and how rapidly 
it spread throughout Greece, may be seen in the history of Solon**, who 
was a contemporary of the Lesbian poetess. Hearing his nephew recite 

* Oley ri yAunivarov igeiberas dixow in” ardqy 
"Ogdw ta’ ENLITAT 4, Asrdbovero be LUAodeor nes. 
Ob pay inrerabove’, AAR obm tbbvavr’ iPinerdus. 
The fragment is in Walz, Rhetores Greci, vol. vill. p. 883, Himerius, Orat. TI, 
4. § 16. cites something similar from a hymenzus of Sappho, 
+ Olay rizy Sdxsbov ty oeeas Woipeves aivdoes 
word) xarurreipours* apa) dt re roePugoy wvbos. 
Demetrius de elocut. c. 106, quotes these verses without a name; but it can 
scarcely be doubted that they are Sappho’s. In Catullus, the young women use the 
same image as the young men in Sappho, 

+ Fragm 42. Blomf. 34. Neue. 

§ Fragm. 39. Blomf. 73. Neue. 

|| Himerius, Orat. I. 4. § 16. 

@ Fragm. 43. Blomf, 38. Neue, It is worthy of reinark, that Demetrius de 
elocut. c. 167, expressly mentions the chorus in relation to this fragment. 


** In Stobeus, Serm. xxix. 2¢ ; 
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one of her poems, he is said to have exclaimed, that he would not wil- 
lingly die till he had learned it by heart. Indeed the whole voice of 
antiquity has declared that the poetry of Sappho was unrivalled in grace 
and sweetness. 

And doubtless from that circle of accomplished women, of whom she 
formed the brilliant centre, a flood of poetic warmth and light was 
poured forth on every side. A friend of hers, Damophila the Pamphy- 
lian, composed a hymn on the worship of the Pergean Artemis (which 
was solemnized in her native land afier the Asiatic fashion) ; in this the 
Aolic style was blended with the peculiarities of the Pamphylian man- 
ner*. Another poetess of far higher renown was Erinna, who died in 
early youth, when chained by her mother to the spinning-wheel; she 
had as yet known the charm of existence in imagination alone. Her 
poem, called “The Spindle’? (HAaxdry), containing only 300 hex- 
ameter verses, in which she probably expressed the restless and aspiring 
thoughts which crowded on her youthful mind, as she pursued her 
monotonous work, has been deemed by many of the ancients of such 
high poetic merit as to entitle it to a place beside the epics of 
Homer f. 

§ 11. We now come to ANACREON, whose poetry may be considered 
as akin to that of Alczeus and Sappho, although he was an Jonian from 
Teos, and his genins had an entirely different tone and bent. In 
respect also of the external circumstances in which he was placed, he 
belonged to a different period; inasmuch as the splendour and luxury 
of living had, in his time, much increased among the Greeks, and even 
poetry had contributed to adorn the court of a tyrant. The spirit 
of the Ionic race was, in Callinus, united with manly daring and a high 
feeling of honour, and in Mimnermus with a tender melancholy, seeking 
relief from care in sensual enjoyment; but in Anacreon it is bereft of 
of all these deeper and more serious feelings; and he seems to consider 
life as valuable only in so far as it can be spent in love, music, wine, and 
social enjoyments. And even these feelings are not animated with the 
glow of the Avolic poets; Anacreon, with his Tonic disposition, cares 
only for the enjoyment of the passing moment, and no feeling takes 
such deep hold of his heart that it is not always ready to give way to 
fresh impressions. 

Anacreon had already arrived at manhood, when his native city Teos 
was, after some resistance, taken by Harpagus, the general of Cyrus. 
In eonseqbenge of this capture, the inhabitants all took ship, and sailed 
for Mhrace, where they founded Abdera, or rather they took possession 
of a Greek colony already existing on the spot, and enlarged the town. 
This event happened about the 60th Olymp. 540 B.c. Anacreon was 
among these Teian exiles; and, according to ancient testimony, he 

* Philostrat. Vit. Apollon. i. 30, p- 37. ed. Olear, 
+ The chief authority is Anthol. Palat. ix, 190, 
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himself called Abdera, “ The fair settlement of the Teians*”. About 
this time, or at least not long after, Polycrates became tyrant of Samos ; 
for Thucydides places the height of his power under Cambyses, who 
began to reign in Olymp. 62. 4. B. c. 529. Polycrates was, according 
to the testimony of Herodotus, the most enterprising and magnificent of 
all the Grecian tyrants. His wide dominion over the islands of the 
#®gean Sea, and hisintercourse with the rulers of foreign countries (as 
with Amasis, king of Egypt), supplied him with the means of adorning 
his island of Samos, and his immediate retinue, with all that art and 
riches could at that time effect. He embellished Samos with exten- 
sive buildings, kept a court like an oriental prince, and was surrounded 
by beautiful boys for various menial services; and he appears to have 
considered the productions of such poets as Ibycus, and especially 
Anacreon, as the highest ornament of a life of luxurious enjoyment. 
Anacreon, according to a well known story of Herodotus, was still at the 
court of Polycrates, when death was impending over him; and he had 
probably just left Samos, when his host and patron was murdered by the 
treacherous and sanguinary Oroetes (Olympiad 64. 3. B.c. 522). At 
this time Hippias, the son of Pisistratus, ruled in Athens; and his 
brother Hipparchus shared the government with him. The latter had 
more taste for poetry than any of his family, and he is particularly 
named in connexion with institutions relating to the cultivation of 
poetry among the Athenians. Hipparchus, according to a Platonic 
dialogue which bears his name, sent out a ship with fifty oars, to bring 
Anacreon to Athens; and here Anacreon found several other poets, who 
had then come to Athens in order to adorn the festivals of the city, and, 
in particular, of the royal family. Meanwhile Anacreon devoted his 
muse to other distinguished families in Athens; among others he is 
supposed to have loved the young Critias, the son of Dropides, and to 
have extolled this house distinguished in the annals of Athenst. At 
this time the fame of Anacreon appears to have reached its highest 

* In Strabo xiv. p. 644. A fragment in Schol. Odyss. viii. 293. (fragment 132. 
ed. Bergk,) also refvrs to the Sintians in Thrace, as likewise does an epigram of 
Anacreon (Anthol. Palat. viii. 226) to a brave warrior, who had fallen in the defence 
of his native city Abdera. 

+ Plato, Charmid. p. 157 E. Schol. Aschyl. Prom. 128, This Critias was at that 
time (Olymp. 64) about sixteen years old; for he was born in Olymp. 60; and this 
agrees with the fact, that his grandson Critias, the statesman, one of the thirty 
tyrants of Athens, was, according to Plato Tim. p. 216, eighty years younger than 
his grandfather. Consequently, the birth of the younger Crinas fails in Olymp. 
80, which agrees perfectly with the recorded events of his life. The Critias born in 
Olymp. 60, is however called 4 sun of the Dropides, who is stated to have been a 
friend of Solon, and to have succeeded him in the office of Archon in Olymp. 46. 4. 
n.c. 593. It seems impossible to escape from these chronological difficulties, ex- 
cept by distinguishing this Dropides, and his son Critias, to whom Solon’s verses 
refer (Eivéwevas Keirin mvegoresys TUT EOS axovev, &c.), rom the Dropides and Critias 
in Anacreon’s time. Upon this supposition the dates of the persons of this famil 
would stand thus: Dropides, born about Olymp. 36; Critias sugesdee Olymp. 44; 
Dropides. the grandsun, Olymp 52; Critias, the grandson, Olymp. 60 ; Calleschrus, 
Oiymp. 70; Critias the tyrant, Olymp. 8U, 
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point ; he must also have been advanced in years, as his name was, 
among the ancients, always connected with the idea of an old man, 
whose grey hairs did not interfere with his gaiety and pursuit of plea- 
sure. It is, indeed, stated, that Anacreon was still alive at the revolt of 
the Ionians, caused by Histizeus, and that being driven from 'Teos, he 
took refuge in Abdera*, But as this event happened in Olympiad 71. 3. 
B.c. 494, about 35 years after Anacreon’s residence with Polycrates, 
the statement must be incorrect ; and it appears to have arisen from a 
confusion between the subjugation of the Tonians by Cyrus, and the 
suppression of their revolt under Darius. From an inscription for the 
tomb of Anacreon in Teos, attributed to Simonides t, itis inferred that he 
returned in his old age to Teos, which had been again peopled under 
the Persian government. But the monuments which were erected to 
celebrated men in their own country were often merely cenotaphs; and 
this epitaph may perhaps, like many others bearing the name of Simo- 
nides, have been composed centuries a'ter the time of that poet}. It is 
probable that Anacreon, when he had once become known as the 
welcome guest of the richest and most powerful men of Greece, and 
when his social qualities had acquired general fame, was courted and 
invited by princes in other parts of Greece. It is intimated in an epigram 
that he was intimately connected with the Aleuads, the ruling family in 
Thessaly, who at that time added great zeal for art and literature to the 
hospitable and convivial qualities of their nation. This epigram refers 
to a votive offering of the Thessalian prince Echecratides, doubtless the 
person whose son Orestes, in Olympiad 81. 2. B. c. 454, applied to the 
Athenians to reinstate him in the government which had belonged to his 
father §. 

§ 12. Anacreon seems to have laid the foundation of his poetical 
fame in his native town of Teos; but the most productive period of his 
poetry was during his residence in Samos. The whole of Anacreon’s 
poetry (says the geographer Strabo, in speaking of the history of 
Samos) is filled with allusions to Polycrates. His poems, therefore, 
are not to be considered as the careless outpourings of a mind in the 
stillness of retirement, but as the work of a person living in the midst of 
the splendour of the Samian tyrant. Accordingly, his notions of a life of 
enjoyment are not formed on the Greek model, but on the luxurious man- 
ners of the Lydians|j, introduced by Polycrates into his court. The 
beautiful youths, who play a principal part in the genuine poems of 
Anacreon, are not individuals distinguished from the mass of their con- 
temporaries by the poet, but young men chosen for their beauty, whom 

* In Suidas in v, "Avaxptwy, Tews. 

+ Anthol. Pal. vii, 25. fragm. 52. ed. Gaisford. 


{ The fragment Aivorady rareid’ tray (Schol. H 
t t ‘are ONY Of es chol. Harl. Od. M. 313 . . 
Bergk.) appears to refer to a journey to this country. ise 


§ Compare Anthol. Pal. vi. 142, with Thucyd. I. 11. 
{| A ray Avdoy re Pn. 
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Polycrates kept about his person, and of whom some had been procured 
from a distance; as, for example, Smerdies, from the country of the 
Thracian Ciconians. Some of these youths enlivened the meals of Po- 
lyerates by music; as Bathyllus, whose flute-playing and Ionic singing 
are extolled by a later rhetorician, and of whom a bronze statue was 
shown in the Temple of Juno at Samos, in the dress and attitude of a 
player on the cithara; but which, according to the description of Apu- 
leius, appears to have been only an Apollo Citharcedus, in the ancient 
style. Other youths were perhaps more distinguished as dancers. 
Anacreon offers his homage to all these youths, and divides his affection 
and admiration between Smerdies with the flowing locks, Cleobulus 
with the beautiful eyes, the bright and playful Lycaspis, the charming 
Megistes, Bathyllus, Simalus, and doubtless many others whose names 
have not been preserved. He wishes them to sport with him in drunken 
merriment *; and if the youth will take no part in his joy, he threatens 
to fly upon light wings up to Olympus, there to make his complaints, 
and to induce ros to chastise him for his scorn +. Or he implores Diony- 
sus, the god with whom Eros, and the dark-eyed nymphs, and the purple 
Aphrodite, play,—to turn Cleobulus, by the aid of wine, to the love of 
Anacreon f. Or he laments, in verses full of careless grace, that the 
fair Bathyllus favours him so little §. He knows that his head and temples 
are erey ; but he hopes to obtain the affection of the youths by his 
pleasing song and speech||. In short, he pays his homage to these 
youths, in language combining passion and playfulness. 

§ 13. Anacreon, however, did not on this account withhold his admi- 
ration from female beauty. ‘‘ Again (he says, in an extant fragment) 
golden-haired Eros strikes me with a purple ball, and challenges me to 
sport and play with a maiden with many-coloured sandals. But she, a 
native of the well-built Lesbos §, despises my grey hairs, and prefers an- 
other man.’? His amatory poetry chiefly consists of complaints of the 
indifference of women to his love; which, however, are expressed in so 
light and playful a manner, that they do not seem to proceed from ge- 
nuine regret. Thus, in the beautiful ode, imitated in many places by 
Horace ** : “ Thracian filly, why do you look at me askance, and avoid 
me without pity, and will not allow me any skill in my art? Know, then, 
that I could soon find means of curbing your spirit, and, holding the 


* Anacreon has a peculiar term to express this idea, viz. nay Or auynpeiy. One of 
the amusements of this kind of life is gambling, of which the fragment in Schol. 
Hom. Il. xxiii. $8, fragment 44, Bergk. speaks: “‘ Dice are the vehement passion 

the conflict of Eros.” ; 
me Fragm. in Hephest. p. 52. (22. Bergk.), explained by Julian Epist. 18 
. 386. B. 
J t Fragm. in Dio Chrysost. Or. IL. p. 31, tr. 2, Bergk. 
§ Horat. Ep. xiv.9. sq. 
j| Fragm. in Maxim, Tyr. viii. p. 96, fr. 42. Bergk. — ‘ ‘ + 
In Athen. xiii. p, 599. C. fr. 15. Bergk. That it does not refer 10 Sappho is 
proved by the dates of her lifetime, and of that of Anacreon. 
** In Heraclid. Allegor. Hom, p. 16. ed, Schow. fr, 79. Bergk, 
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reins, could guide you in the course round the goal. Still you wander 
about the pastures, and bound lightly round thein, for there has been 
no dexterous hand to tame you.” But such loves as these are far dit- 
ferent from the deep seriousness with which Sappho confesses her pas- 
sion, and they can only be judged by those relations between the sexes 
which were universally established among the Ionians at that time. Tn 
the Ionic states of Asia Minor, as at Athens, a freeborn maiden was 
brought up within the strict limits of the family circle, and was never 
allowed to enter the society of men. ‘Thence it happened that a separate 
class of women devoted themselves to all those arts which qualified 
them to enhance the charm of social life—the Heterce, most of them 
foreigners or freed women, without the civic rights which belonged to 
the daughter of a citizen, but often highly distinguished by the elegance 
of their demeanor and by their accomplishments. Whenever, there- 
fore, women are mentioned by Ionic and Attic writers, as taking part 
in the feasts and symposia of the men, and as receiving at their dwell- 
ing the saluiations of the joyous band of revellers,—the Comus,— 
there can be no doubt that they were Hetewree. Even at the time of the 
orators *, an Athenian woman of genuine free blood would have lost 
the privileges of her birth, if she had so demeaned herself. Hence it 
follows, that the women with whom Anacreon offers to dance and sing, 
and to whom, after a plenteous repast, he addresses a song on the 
Pectis +, are Hetere, like all those beauties whose charms are cele- 
brated by Horace. Anacreon’s most serious love appears to have been 
for the “ fair Eurypyle;” since jealousy of her moved him to write a 
satirical poem, in which Artemon, the favourite of Eurypyle, who was 
then passing an effeminate and luxurious life, is described in the mean 
and necessitous condition in which he shad formerly lived}. Anacreon 
here shows a strength and bitterness of satirical expression resembling 
the toue of Archilochus; a style which he has successfully imitated in 
other poems. But Anacreon is content with describing the mere sur- 
face, that is, the outward marks of disgrace, the slavish attire, the low- 
bred demeanor, the degrading treatment to which Artemon had been 
exposed ; without (as it appears) touching upon the intrinsic merit or 
demerit of the person attacked. Thus, if we compare Anacreon with 
the Holic lyric poets, he appears less reflective, and more occupied with 
external objects. For instance, wine, the effects of which are described 
by Alceus with much depth of feeling, is only extolled by Anacreon as 
a means of social hilarity. Yet he recommends moderation in the use 
of it, and disapproves of the excessive carousings of the Scythians, 
which led to riot and brawling §. The ancients, indeed (probably with 


5 Pee Neer, p. 1352, Reiske, and elsewhere ; Iseus de Privhi Hered. p. 30. 


+ In Hephast. p. 59. fr. 16. Bergks 
} In Athen. xii. p. 533, E. fr. 19. Bergk. 
§ In Athen, x. p. 427, A. fr. 62, Bergk, Similarly Horace I. 27. 1. sq, 
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justice), considered the drunkenness of Anacreon as rather poetical 
than real. In Anacreon we see plainly how the spirit of the Ionic race, 
notwithstanding the elegance and refinement of Ionian manners, had 
lost ils energy, its warmth of moral feeling, and its power of serious re- 
flexion, and was reduced to a light play of pleasing thoughts and senti- 
ments. So faras we are able to judge of the poetry of Anacreon, it 
seems to have had the same character as that attributed by Aristotle to 
the later Ionic school of painting of Zeuxis, that ‘it had elegance of 
design and brilliancy of colouring, but was wanting in moral character 
(70 80¢.)”” 

§ 14. The Ionic softness, and departure from strict rule, which cha- 
racterizes the poetry of Anacreon, may also be perceived in his versifi- 
cation. His language approached much nearer to the style of common 
conyersation than that of the olic lyric poets, so as frequently to seem 
like prose embellished with ornamental epithets; and his rhythm is also 
softer and less bounding than that of the olians, and has an easy and 
graceful negligence, which Horace has endeavoured to imitate. Some- 
times he makes use of logacedic metres, as in the Glyconean verses, which 
he combines into strophes, by subjoining a Pherecratean verse to a 
number of Glyconeans. In this metre he shows his love for variety and 
novelty, by mixing strophes of different lengths with several Glyconean 
verses, yet so as to preserve acertain symmetry in the whole *. Anacreon 
also, like the Holic lyric poets, sometimes used long choriambic verses, 
particularly when he intended to express energy of feeling, as in the 
poem against Artemon, already mentioned. This metre also exhibits a 
peculiarity in the rhythm of the Ionic poets, viz., an alternation of dif- 
ferent metres, producing a freer and more varied, but also a more care- 
less, flow of the rhythm. In the present poem this peculiarity consists 
in the alternation of choriambics with iambic dipodies +. The same cha- 
racter is still more strongly shown in the Ionic metre (Ionici a minori) 
which was much used by Anacreon. At the same time he changed its 
expression (probably after the example of the musician Olympus) }, by 

* So in the long fragment in Schol, Hephest. p. 125. fr. 1. Bergk. 

youvoljmai o tAuGnfoars 
barby mai Ais, ayelay 
erro’ "Agreps Ongar. 

This is followed by a second strophe, with four glyconeans and a pherecratean ; 
and both strophes together form a larger whole. This hymn of Anacreon, the only 
composition of its kind which is known, is evidently intended for the inhabitants of 


Magnesia, on the Mander and Lethwus, rebuilt after its destruction (ch. 9, § 4.), 
where Artemis was worshipped under the title of Leucophryne. 


+ So that the metre is 


ee tt ey ae (NTE fie 


OZ i 


worn wry ty doug) ribele adrctvn, wornre D iv reoxy, 
morre dt varov exurivy maariys bapa bels, xopny-— 
Two such verses as these are then followed by an iambic dimeter, as an epode; 
weywra c inreriAptvos. 


{ See ch. 12. §7. 
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combining two Ionic feet, so that the last long syllable of the first foot was 
shortened and the first short syllable of the second foot was lengthened ; 
by which change the second foot became a trochaic dipody *, By this 
process, called by the ancients a bending, or refraction (avaxdacrc), the 
metre obtained a less uniform, and at the same time a softer, expression ; 
and thus, when distributed into short verses, it became peculiarly suited 
to erotic poetry. The only traces of this metre, before Anacreon’s time, 
occur in two fragments of Sappho. Anacreon, however, formed upon 
this plan a great variety of metres, particularly the short Anacreontic 
verse (a dimeter Ionicus), which occurs so frequently, both in his 
genuine fragments and in the later odes imitated from his style. Ana- 
creon used the trochaic and iambic verses in the same manner as Archi- 
lochus, with whom he has as much in common, in the technical part of 
his poetry, as with the Alolic lyric poets. The composition of verses in 
strophes is less frequent with Anacreon than with the Lesbian poets ; 
and when he forms strophes, it often happens that their conclusion is 
not marked by a verse different from those that precede; but the divi- 
sion is only made by the juxtaposition of a definite number of short 
verses (for example, four Ionic dimeters), relating to a common 
subject. 

§ 15. It is scarcely possible to treat of the genuine remains of the 
poetry of Anacreon, without adverting to the collection of odes, preserved 
under his name. Indeed, these graceful little poems have sc much 
influenced the notion formed of Anacreon, that even now the admiration 
bestowed upon him is almost entirely founded upon these productions 
of poets much later than him in date, and-very different from him in 
poetical character. It has long since been proved that these Anacre- 
ontics are not the work of Anacreon; and no further evidence of their 
spuriousness is needed than the fact, that out of about 150 citations of 
passages and expressions of Anacreon, which occur in the ancient 
writers, only one (and that of recent date) refers toa poem in this 
collection. But their subject and form furnish even stronger evi- 
dence. The peculiar circumstances under which Anacreon wrote his 
poetry never appear in these odes. ‘The persons named in them (as, 
for example, Bathyllus) lose their individual reality; the truth and 
vigour of life give place to a shadowy and ideal existence. Many of the 
common places of poetry, as an old age of pleasure, the praise of 
love and wine, the power and subtlety of love, &c., are unquestion- 
ably treated in them with an easy grace and a charming simplicity. 
But generalities of this kind, without any reference to particular events 
or persons, do not consist with the character of Anacreon’s poetry, which 
was drawn fresh from the life. Moreover, the principal topics in these 
poems have an epigrammatic and antithetical turn: the strength of the 
weaker sex, the power of little Eros, the happiness of dreams, the 


* So thatuo Z~ | ovo 4 — is changed into Oo Z © | 4035 —. 
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fresliness of age, are subjects for epigrams ; and for epigrams like those 
composed in the first century before Christ (especially by Meleager), and 
not like those of Simonides. Throughout these odes love is represented 
as a little boy, who carries on a sort of mischievous sport with mankind ; 
a conception unknown to ancient art, and closely akin to the epigram- 
matic sports which belonged to the literature of a later period, and to the 
analogous representations of Cupid in works of art, especially on gems, 
where he appears, in various compositions, as a froward mischievous 
cliild. None of these works are more ancient than the time of Lysippus 
or Alexander. The Eros of the genuine Anacreon, who “ strikes at 
the poet with a great hatchet, like a smith, and then bathes in the 
wintry torrent *,” is evidently a being different both in body and mind. 
The language of these odes is also prosaic and mean, and the versifica- 
tion monotonous, inartificial, and sometimes faulty +. 

These objections apply to the entire collection; nevertheless, there is 
a great difference between the several odes, some of which are excellent 
in their way, and highly pleasing from their simplicity {; while others 
are feeble in their conception and barbarous in their language and 
versification. The former may, perhaps, belong to the Alexandrian 
period; in which (notwithstanding its retined civilization) some poets 
attempted to express the simplicity of childish dispositions, as appears 
from the Idylls of Theocritus. Those of inferior stamp may be ascribed 
to the later period of declining paganism, and to uncultivated writers, 
who imitated a hackneyed style of poetical composition. However, many 
even of the better Anacreontics may have been written at as late a period 
as that of the national migrations. There can be no doubt that the 
century which produced the epic poetry of Nonnus, and so many inge- 
nious and well-expressed epigrams, possessed sufficient talent and know- 
ledge for Anacreontics of this kind. 

§ 16. With Anacreon ceased the species of lyric poetry, in which he 
excelled: indeed he stands alone in it, and the tender softness of his 
song was drowned by the louder tones of the choral poetry. The poem 
(or melos) destined to be sung by a single person, never, among the 
Greeks, acquired so much extent as il las since attained in the modern 
English and German poetry. By modern poets it has been used as 
the vehicle for expressing almost every variety of thought and feeling. 
The ancients, however, drew a more precise distinction between the 


* Fragm. in Hephest. p. 68. Gais. fr. 45. Bergk. 

+ The prevailing metre in these Anacreontics O —~O—O~— O (a dimeter 
iambic catalectic) does not occur in the fragments, except in Hephest. p. 30, Schol. 
Aristoph. Piut. 302. (fr. 92. Bergk.) The verses there quoted are imitated in 
one of the Anacreontics, od. 38. Hephestion calls this metre, the “so called 
Avangeavreioy.” ' 

t One of the best, viz. Anacreon’s advice to the toreutes, who is to make him a 
cup, (No, 17 in the collection,) is cited by Gellius N. A. xix. 9, as a work of Ana- 
creon himself; but it has completely the tone and character of the common Ana- 


creontics, 
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different feelings to be expressed in different forms of poetry; and re- 
served the Aolic melos for lively emotions of the mind in jey or sorrow, 
or for impassioned overflowings of an oppressed heart. Anacreon’s 
poetry contains rather the play of a graceful imagination than deep 
emotion; and among the other Greeks there is no instance of the em- 
ployment of lyric poetry for the expression of strong feeling: so that 
this kind of poetry was confined to a short period of time, and to a small 
portion of the Greek territory. One kind of lyric poems nearly re- 
sembling the Adolic, was, however, cultivated in the whole of Greece, 
and especially at Athens, viz., the Scolion. 

Scolia were songs, which were sung at social meals during drinking, 
when the spirit was raised by wine and conversation to a lyrical pitch. 
But this term was not applied to all drinking songs. The scolion 
was a particular kind of drinking song, and is distinguished from 
other parenia. It was only sung by particular guests, who were 
skilled in music and poetry; and it is stated that the lyre, or a sprig 
of myrtle, was handed round the table, and presented to any one who 
possessed the power of amusing the company with a beautiful song, or 
even a good sentence in the lyric form, This custom really existed *; 
although the notion that the name of the song arose from its irregular 
course round the table (cxcodwWy, crooked) is not probable. It is 
much more likely (according to the opinion of other ancient writers), 
that in the melody, to which the scolia were sung, certain liberties 
and irregularities were permitted, by which the extempore execution 
of the song was facilitated; and that on this account the song was 
said to be bent. The rhythms of the extant scolia are very various, 
though, on the whole, they resemble those of the #olic lyric poetry ; 
only that the course of the strophes is broken by an accelerated 
rhythm, and is in general more animated +. The Lesbians were 
the principal composers of Scolia. Terpander, who (according to 
Pindar) invented this kind of song, was followed by Alczeus and 
Sappho, and afterwards by Anacreon and Praxilla of Sicyon{; besides 
many others celebrated for choral poetry, as Simonides and Pindar. 

* See particularly the scene described in Aristoph. Vesp. 1219.sg. where the 
Scolion is caught up from one by the other. 

t This is particularly true of the apt and elegant metre, which occurs in eight 


Scolia (one of them the Harmodius), and of which there is a comic imitation in 
Aristoph, Eccl. 938. 


OMCs ENS abe Sh (Sy sa 
— OEM. SEA 
OjORe Ors ||) Zecca 
LOO ZOO} = Oe 


Here the hendecasyllables begin with a composed and feeble tone; but a more 
rapid rhythm is introduced by the anapaestic beginning of the third verse; and ihe 
two expressions are recunciled by the logawdic members in the last verse. 

{ Praxilla (who, according to Eusebius, flourished in Glymp. 81]. 2. B.c. 451, 
and is mentioned as a composer of odes of an erotic character) is stated to be the 
author of the Scolion 'Yx6 rave} Aiéw, which was in the reeolve Mgekiaans. (Schol. 
Ray. in Aristoph. Thesm. 528), and of the Scolion, Od« term arumenitey, (Schol. 
Vesp. 1279, [1232.] ) 
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We will not include in this number the seven wise men ; for although 
Diogenes Laertius, the historian of ancient philosophy, cites popular 
verses of Thales, Solon, Chilon, Pittacus, and Bias, which are some- 
what in the style of scolia *; yet the genuineness of these sententious 
songs is very questionable. With respect to language and metre, they 
all appear formed upon the same model; so that we must suppose the 
seven wise men to have agreed to write in an uniform style, and more- 
over in a kind of rhythm which did not become common until the time 
of the tragedians t. Nevertheless they appear, in substance, to be as 
early as the age to which they are assigned, as their tone has a great 
resemblance to that of the scolia in the Holic manner. For example, 
one of the latter contains these thoughts: “ Would that we could open 
the heart of every man, and ascertain his true character; then close it 
again, and live with him sincerely as a friend;” the scolion, in Dor‘e 
rhythms, ascribed to Chilon, has a similar tone: ‘‘ Gold is rubbed on the 
touchstone, and thus tried; but the minds of men are tried by gold, 
whether they are good or bad.” Hence it is probable that these scolia 
were framed at Athens, in the time of the tragedians, from traditional 
sayings of the ancient philosophers. 

§ 17. Although scolia were mostly composed of moral maxims or of 
short invocations to the gods, or panegyrics upon heroes, there exist 
two. of greater length and interest, the authors of which are not other- 
wise known as poets. The one beginning, “ My great wealth is my 
spear and sword,” and written by Hybrias, a Cretan, in the Doric 
measure, expresses ull the pride of the dominant Dorian, whose right 
rested upon his arms; inasmuch as through them he maintained his 
sway over bondmen, who were forced to plough and gather in the 
harvest, and press out the grapes fur him{. The other beginning, “In 
the myrtle-bough will I bear my sword,” is the work of an Athenian, 
named Callistratus, and was written probably not long after the Persian 
war, asit was a favourite song in the time of Aristophanes. It celebrates 


* Diogenes generally introduces them with some such expression as this: ray 3 
Bdowtvay adrod wtrsorn evdoxiunoey txtivo. ; ; 
+ They are allin Doric rhythms (which consist of dactylic members and trochaic 
dipodies)}, but with an ithyphallic (- o- 0 —) at the close. This composite kind 
of rhythm never occurs in Pindar, occurs only once in Simonides, but occurs regu- 
larly in the Doric choruses of Euripides, The following scolion of Solon may serve 
as an example:- 
Meguraypuivos dvdou tnnaroy vet, -. : ; 
My xguarroy tyros txwy xgudin Padey xportwian reorw my, 
Taaoca dé of dizcopubos tx wermi~ 
yas Peeves ysyuvie 
Also the following one of Pittacus: 
"Excovra dei roka wu) ledanov Pugireny arsine work fare xoner. 
Teriy yg obdev yrarow die oremuros Kurs, Bingopuboy tycourn 
Kagdin von. me 
In that of Thales (Diog. Laert. I. i. 35,) the ithyphallic is be/ore the last verse. 


{ See Miiller’s Dorians, B. III. ch, 4. § 1. 
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the liberators of the Athenian people, Harmodius and Aristogiton, for 
having, at the festival of Athene, slain the tyrant Hipparchus, and re- 
stored equal rights to the Athenians ; for this they lived for ever in the 
islands of the blest, incommunity with the most exalted heroes, and on 
earth their fame was immortal*. This patriotic scolion does not indeed 
rest on an historical foundation ; for it is known from Herodotus and 
Thucydides, that, though Hipparchus, the younger brother of the tyrant, 
was slain by Harmodius and Aristogiton, this act only served to make 
the government of Hippias, the elder brother, more cruel and suspicious ; 
and it was Cleomenes the Spartan, who, three years later, really drove 
the Pisistratids from Athens. But the patriotic delusion in which the 
scolion was composed was universal at Athens. Even before the 
Persian war, statues of Harmodius and Aristogiton had been erected, 
as of heroes ; which statues, when carried away by Xerxes, were after- 
wards replaced by others. Supposing the mind of the Athenian poet 
possessed with this belief, we cannot but sympathize in the enthusiasm 
with which he celebrates his national heroes, and desires to imitate 
their costume at the Panathenaic festival, when they concealed their 
swords in boughs of myrtle. The simplicity of the thoughts, and the 
frequent repetition of the same burden, ‘for they slew the tyrant,” is 
quite in conformity with the frank and open tone of the scolion ; and we 
may perhaps conjecture that this poem was a real impromptu, the pro- 
duct of a rapid and transient inspiration of its author, 
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from this connection. Firsé stage.—§ 2. Aleman ; his origin and date; mode of 
recitation and form of his choral songs——§ 3. Their poetical character.—§ 4. 
Stesichorus ; hereditary transmission of his poetical taste; his reformation of 
the chorus.—§ 5. Subjects and character of his poetry.—§ 6. Erotic and bucolic 
poetry of Stesichorus.—§ 7. Avion. The dithyramb raised to a regular choral 
sang. Second stage—§ 8. Life of Tbycus ; his imitation of Stesichorus.—§ 9. 
Erotic tendency of his poetry—§ 10. Life of Simonides.—§ 11. Variety and 
ingenuity of his poetical powers. Comparison of his Epinikia with those of 
Pindar.—§ 12, Characteristics of his style—§ 13. Lyric poetry of Bacchylides 
imitated from that of Simonides.—§ 14. Parties among the lyric poets; eral 
of Lasus, Timocreon, and Pindar with Simonides, e 


§ 1. Tue characteristic features of the Doric lyric poetry have been 
already described, for the purpose of distinguishing it from the Holic. 
These were ; recitation by choruses, the artificial structure of lone 
strophes, the Doric dialect, and its reference to public affairs, especially 


* These, and most of the other scolia, are in Athenaus, xy. p. 694. sg. 
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to the celebration of divine worship. The origin of this kind of lyric 
poetry can be traced to the earliest times of Greece: for (as has been 
already shown) choruses were generally used in Greece before the time 
of Homer ; although the dancers in the ancient choruses did not also 
sing, and therefore an exact correspondence of all their motions with the 
words of the song was not requisite. At that period, however, the joint 
singing of several persons was practised, who either sat, stood or 
moved onwards; as in pewans and hymenzals; sometimes the mimic 
movements of the dancer were explained by the singing, which was 
executed by other persons, as in the hyporchemes. And thus nearly 
every variety of the choral poetry, which was afterwards so elaborately 
and so brilliantly developed, existed, even at that remote period, though 
in a rude and unfinished state. The production of those polished forms 
in which the style of singing and the movements of the dance were 
brought into perfect harmony, coincides with the last advance in musical 
art ; the improvements in which, made by Terpander, Olympus, and 
Thaletas, have formed the subject of a particular notice. 

Thaletas is remarkable for having cultivated the art of dancing as 
much as that of music; while his rhythms seem to have been nearly as 
various as those afterwards employed in choral poetry. The union of song 
and dance, which was transferred from the lyric to the dramatic choruses *, 
must also have been introduced at that time; since the complicated 
structure of the strophes and antistrophes is founded, not on singing 
alone, but on the union of that art with dancing. In the first century 
subsequent to the epoch of these musicians, choral poetry does not, 
however, appear in its full perfection and individuality ; but approaches 
either to the Lesbian lyric poetry, or to the epos; thus the line which 
separated these two kinds (between which the choral songs occupy a 
middle place) gradually became more distinct. Among the lyric poets 
whom the Alexandrians placed in their canon, Aleman and Stesichorus 
belong to this period of progress ; while finished lyric poetry is repre- 
sented by Ibycus, Simonides with his disciple Bacchylides, and Pindar. 

We shall now proceed to take a view of these poetsseparately ; class- 
ing among the former the dithyrambic poet Arion, and among the latter 
Pindar’s instructor Lasus, and a few others who have sufficient indivi- 
duality of character to distinguish them from the crowd. 

We must first, however, notice the erroneous opinion that choral 
poetry existed among the Greeks in the works of these great poets 
only ; they are, on the contrary, to be regarded merely as the eminent 
points arising out of a widely extended mass; as the most perfect re 
presentatives of that poetical fervour which, at the religious festivals, 
inspired all classes. Choral dances were so frequent among the Greeks 


# Thera wy ying of wire) noel Pov xal dexodveo, says Lucian de Saltat. 30, cacspariag 
the modern pantomimie style of dancing with the ancient lyric and dramatic style. 
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at this period, among the Dorians in particular, and were performed by 
the whole people, especially in Crete and Sparta, with such ardour and 
enthusiasm, that the demand for songs to be sung as an accompani- 
ment to them must have been very great. It is true that, in many 
places, even at the great festivals, people contented themselvas path the 
old traditionary songs, consisting of a few simple verses in which the 
principal thoughts and fundamental tone of feeling were rather touched 
than worked out. Thus, at the festival of Dionysus, the women of 
Elis sang, instead of an elaborate dithyramb, the simple ditty, full 
of antique symbolic language : “ Come, hero Dionysus, to thy holy sea- 
temple, accompanied by the Graces, and rushing on, oxen-hoofed ; holy 
ox! holy ox* !” 

At Olympia too, long before the existence of Pindar’s skilfully com- 
posed Epinikia, the little song ascribed to Archilochus + was sung in 
honour of the victors at the games. This consisted of two iambic verses ; 

“ Hail, Hercules, victorious prince, all hail! 

Thyself and Iolaus, warriors bold,” 
with the burden “ Tenella! victorious !”? to which a third verse, in 
praise of the victor of the moment, was probably added extempore. So 
also the three Spartan choruses, composed of old men, adults and boys, 
sang at the festivals the three iambic trimeters: 
‘*Once we were young, and strong as other youths. 

We are so still; if you list, try our strength. 

We shall be stronger far than all of you ¢.” 

But from the time that the Greeks had learned the charm of perfect 
lyric poetry, in which not merely a single chord of feeling was struck by 
the passing hand of the bard, but an entire melody of thoughts and 
sentiments was executed, their choruses did not persist in the mere 
repetition of verses like these ; songs were universally demanded, dis- 
tinguished for a more artificial metre, and for an ingenious combina- 
tion of ideas. Hence every considerable town, particularly in the 
Doric Peloponnesus, had its poet who devoted his whole life to the 
training and execution of choruses—in short to the business, so im- 
portant to the whole history of Greek poetry, of the Chorodidascalus. 
How many such choral poets there were, whose fame did not extend 
beyond their native place, may be gathered from the fact that Pindar, 
while celebrating a pugilist of Aigina, incidentally mentions two lyric 
poets of the same family, the Theandrids, Timocritus and Euphanes. 
Sparta also possessed seven lyric poets besides Aleman, in these early 
times §. There too, as in other Doric states, women, even in the time 


* Plutarch, Quest. Gree. 36. + See above, p, 138. note +. 

{ Plutarch, Lycurg. 21. These triple choruses are called eos in Poll Vv 
107, where the establishment of them is attributed to ‘Tye cea 

§ Their names are Spendon, Dion 


ysodotus, Xi nodamus, (see Chap. xii. 4 
Gitiadas, Areius, Eurytus, and Zarex is i bcos 
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of Aleman, contributed to the cultivation of poetry ; as, for example, 
the maiden whom Aleman himself celebrates in these words ees 
gift of the sweet Muses hath the fair-haired Megalostrata, favoured 
among virgins, displayed among us.” From this we see how widely 
diffused, and how deeply rooted, were the feeling and the talent for such 
poetical productions in Sparta; and that Aleman, with his beautiful 
choral songs, introduced nothing new into that country, and only em- 
ployed, combined and perfected elements already existing. But neither 
Aleman, nor the somewhat earlier Terpander, were the first who 
awakened this spirit among the Spartans. Even the latter found the 
loye for arts of this description already in existence, where, according 
to an extant verse of his, “The spear of the young men, and the 
clear-sounding muse, and justice in the wide market-place, flourish.” 

§ 2. According to a well known and sufficiently accredited account, 
ALcmAN was a Lydian of Sardis, who grew up as a slave in the house 
of Agesidas, a Spartan ; but was emancipated, and obtained rights 
of citizenship, though of a subordinate kind. A learned poet of 
the Alexandrian age, Alexander the tolian, says of Aleman, (or 
rather makes him say of himself,) ‘* Sardis, ancient home of my 
fathers, had I been reared within thy walls, I were now a cymbal- 
bearer {, or a eunuch-dancer in the service of the Great Mother, decked 
with gold, and whirling the beautiful tambourine in my hands. But 
now Iam called Aleman, and belong to Sparta, the city rich in sacred 
tripods ; and I- have become acquainted with the Heliconian Muses, 
who have made me greater than the despots Daskyles and Gyges.” 
Aleman however, in his own poems, does not speak so contemptuously 
of the home of his forefathers, but puts into the mouth of a chorus of 
virgins, words wherein he himself is celebrated as being “ no man of 
rude unpolished manners, no Thessalian or Aitolian, but sprung from 
the lofty Sardis §.” This Lydian extraction had doubtless an influence 
on Alcman’s style and taste in music. The date at which he lived is 
usually placed at so remote a period as to render it unintelligible how 
lyric poetry could have already attained to such variety as is to be 
found in his works. It may indeed be true that he lived in the reign 
of the Lydian king Ardys ; but it does not thence follow that he lived 
at the beginning of it; on the contrary, his childhood was contemporary 
with the close of that reign. (Ol. 37. 4. B. c. 629.) Aleman, in one 
of his poems, mentioned the musician Polymnastus, who, in his turn, 


* Fragm. 27. ed. Welcker. 

» According to Suidas he was do Mécsas, and Mesoa was one of the phyle of 
Sparta, which were founded on divisions of the city. Perhaps, however, this state 
arent only means that Aleman dwelt in Mesoa, where the family of his former 
master and subsequent patcon may have resided. 

t Keovas 18 equivalent to xgvaPcgos, the bearer of the dish, xégvos, used in the wor 


ship of Cybele. See the epigram in Anthol. Pal. VII. 709. 
§ Fragm. ll. ed. Welcker, according to Welcker’s explanation. 
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composed a poem to Thaletas*. According to this, he must have 
flourished about Ol. 42. (n. c. 612), which is the date assigned to him 
by ancient chronologists. His mention of the island Pityuse + near the 
Balearic islands, points to this age; since, according to Herodotus, 
the western parts of the Mediterranean were first known to the Greeks 
by the voyages of the Phocwans, from the 35th Olympiad downwards ; 
and then became a subject of geographical knowledge, not, as hereto- 
fore, of fabulous legends. Aleman had thus before him music in that 
maturity which it had attained, not only by the labours of Terpander, 
but also by those of Thaletas; he lived at a time when the Spartans, 
after the termination of the Messenian wars, had full leisure to devote 
themselves to the arts and pleasures Of life; for their ambition was not 
as yet directed to distinguishing themselves from the other Greeks 
by rude unpolished manners. Aleman devoted himself entirely to the 
cultivation of art; and we find in him one of the earliest examples of a 
poet who consciously and purposely strove to embellish his works with 
new artistical forms. In the ode which is regarded by the ancients as 
the first, he says, ‘‘ Come, Muse, clear-voiced Muse, sing to the maidens 
a melodious song in a new fashion{;” and he elsewhere frequently 
mentions the originality and the ingenuity of his poetical forms. He 
ought always to be imagined as at the head of a chorus, by means of 
which, and together with which, he seeks to please. 

“* Arise, Muse,” exclaims he, “ Calliope, daughter of Jove, sing us 
pleasant songs, give charm to the hymn, and grace to the chorus §.” 
And again, ‘* May my chorus please the house of Zeus, and thee, 
oh lord |]??? Aleman is regarded by some as the true inventor of 
choral poetry, although others assign this reputation to his predecessor 
Terpander, or to his successor Stesichorus. He composed more espe- 
cially for choruses of virgins, as several of the fragments quoted above 
show; as well as the title of a considerable portion of his songs, Par- 
thenia. The word Parthenia is, indeed, not always employed in the 
same sense ; but in its proper technical signification it denotes choral 
songs sung by virgins, not erotic poems addressed to them. On the 
contrary, the music and the rhythm of these songs are of a solemn and 
lofty character; many of those of Aleman and the succeeding lyric 
poets were in the Doric harmony. The subjects were very various : 
according to Proclus, gods and men were celebrated in them, and the 
passage of Aleman, in which the virgins, with Homeric simplicity, ex- 


* See Ch, xii. § 9. } Steph. Byz. in Wirvodces, 


t This is the meaning of fragm. 1., which probably ought to be written and dis- 
tributed (with a slight alteration) as follows: 
Maio’ dye, Mow Aiyyain, roruesars ulros 
Neo mov wore ragddvois celdsin 
The first verse is logamdic, the second iambic. 


§ Fragm.4. || Fragm, 68. 
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claim, “ Oh father Zeus, were he but my husband* !" was doubtless in 
a Parthenion. If we inquire more minutely into the relation of the 
poet to his chorus, we shall not find, at least not invariably, that it as 
yet possessed that character to which Pindar strictly adhered. The 
chorus was not the mere organ of the poet, and all the thoughts and 
feelings to which it gave utterance, those of the poet +. In Aleman, 
the virgins more frequently speak in their own persons; and many 
Parthenia contain a dialogue between the chorus and the poet, who 
was at the same time the instructor and the leader of the chorus. We 
find sometimes addresses of the chorus of virgins to the poet, such as 
has just been mentioned; sometimes of the poet to the virgins asso- 
ciated with him; as in that beautiful fragment in hexameters, “‘ No 
more, ye honeyvoiced, holy-singing virgins, no more do my limbs 
suffice to bear me; oh that I were a Cerylus, which with the haleyons 
skims the foam of the waves with fearless heart, the sea-blue bird of 
spring { !” 

But, doubtless, Aleman composed and directed other choruses, 
since the Parthenia were only a part of his poetical works, besides 
which Hymns to the Gods, Pwans, Prosodia§, Hymeneals, and love- 
songs, are attributed to him. These poems were generally recited or 
represented by choruses of youths. The love-songs were probably 
sung by asingle performer to the cithara. The clepsiambic poems, 
consisting partly of singing, partly of common discourse, and for which 
a peculiar instrument, bearing the same name, was used, also occurred 
among the works of Aleman, who appears to have borrowed them, as 
well as many other things, from Archilochus||. Aleman blends the 
sentiments and the style of Archilochus, Terpander, and Thaletas, and, 
perhaps, even those of the olian lyric poets: hence his works ex- 
hibit a great variety of metre, of dialect, and of general poetical tone. 
Stately hexameters are followed by the iambic and trochaic verse of 
Archilochus, by the ionics and cretics of Olympus and Thaletas, and by 
various sorts of logacedic rhythms. His strophes consisted partly of 
verses of different kinds, partly of repetitions of the same, as in the ode 
which opened with the invocation to Calliope above mentioned q- The 
connexion of two corresponding strophes with a third of a different 


* Schol. Hom. Od, VI. 244. ate 

} There are only a few passages in Pindar, in which it has been thought that 
there was a separation of the person of the chorus and the poet; viz. Pyth. v, 68. 
(96.) ix. 98, (174.) Nem. i. 19. (29.) vii. 85, (125.); and these have, by an accu- 
rate interpretation, been reduced to the abovementioned rule, 

{ Fragm. 12. Sve Miiller’s Dorians, b. iv. ch. 7.§ 11. at, § 

§ Tgersdia, songs to be sung during a procession to a temple, before the sacrifice. 

|| Above, p, 139, note +, with Aristoxenus ap. Hesych. in v. See he 

ea Pe 6 j 6 ic tetrameters of this kind were come 

@ Mao’ dys, Karasora, bdyaree Aids. Dactylic te : 

bined intto ‘driphel, without hiatus and sydlaba anceps, that is, after the manner of 
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kind, called an epode, did not occur in Aleman. He made strophes of 
the same measure succeed each other in an indefinite number, like the 
Folic lyric poets: there were, however, odes of his, consisting of 
fourteen strophes, with an alteration (ueraf3odH) in the metre after 
the seventh *; which was of course accompanied with a marked change 
in the ideas and in the whole tone of the poem. 

It ought also to be mentioned that the Laconic metre, a kind of 
anapestic verse, used as a march (éuParhpov), which the Spartan 
troops sang as they advanced to attack the enemy, is attributed to 
Aleman +t; whence it may be conjectured that Aleman imitated Tyr- 
teus, and composed war-songs similar to his, consisting not of strophes, 
but of a repetition of the same sort of verse. The authority for such 
a supposition is, however, slight. There is not a trace extant of any 
marches composed by Alcman, nor is there any similarity between their 
form and character and any of his poetry with which we are acquainted. 
It is true that Aleman frequently employed the anapestic metre, but 
not in the same way as Tyrteus {, and never unconnected with other 
rhythms. Thus Tyrteus, who was Aleman’s predecessor by one gene- 
ration, and whom we have already described as an elegiac poet, appears 
to have been the only notable composer of Embateria. These were 
sung to the flute in the Castorean measure by the whole army; and, as 
is proved by a few extant verses, contained simple, but vigorous and 
manly exhortations to bravery. The measure in which they were 
written was also called the Messenian, because the second Messenian 
war had given occasion to the composition of war-songs of peculiar 
force and fervour. 

§ 3. Aleman is generally regarded as the poet who successfully over- 
came the difficulties presented by the rough and intractable dialect of 
Sparta, and invested it with a certain grace. And, doubtless, inde- 
pendent of their general Doric form, many Spartan idioms are found 
in his poems §, though by no means all the peculiarities of that dialect ||. 
Alcman’s language, therefore, agrees with the other poetical dialects of 
Greece, in not representing a popular dialect in its genuine state, but 
in elevating and refining it by an admixture with the language of epic 
poetry, which may be regarded as the mother and nurse of every variety 
of poetry among the Greeks. 

We may also observe that this tinge of popular Laconian idioms is 
by no means equally strong in all the varieties of Aleman’s poetry ; they 


* Hephest. p. 134. ed. Gaisford, 

+ The metrical scholia to Eurip. Hee. 59. 

o According to the Latin metrical writers, Servius and Marius Vietorinus, the 
dimeter hypercatalectos, the trimeter catalecticus, and the tetrameten brachycata- 


lectos were called Alemanica metra. The embateria were partly in the dimeter 
catalecticus, partly in the tetrameter catalecticus. 


§ Aso for 6 (caadgy for dzrrcy, &e.), the rough termination es IM panaes, Tsgings. 
|| For example, not Maw, Tiséeog, axxoe (for dexos), &e. 
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are most abundant in certain fragments of a hearty, simple character *, 
in which Aleman depicts his own way of life, his eating and drinking, 
of which, without being absolutely a glutton, he was a great lover +. 

But even here we may trace the admixture with the AJolic character f, 
which ancient grammarians attribute to Aleman, It is explained by 
the fact that Peloponnesus was indebted for the first perfect specimen 
of lyric poetry to an /Eolian of Lesbos, Terpander. In other frag- 
ments the dialect approximates more nearly to the epic, and has re- 
tained only a faint tinge of Dorism; especially in all the poems in 
hexameters, and, indeed, wherever the poetry assumes a dignified, 
majestic character §. 

Aleman is one of the poets whose image is most eflaced by time, and 
of whom we can the least hope to obtain any accurate knowledge. The 
admiration awarded to him by antiquity is scarcely justified by the 
extant remains of his poetry; but, doubtless, this is because they are 
extremely short, or are cited only in illustration of trifles. A true and 
lively conception of nature pervades the whole, elevated by that power 
of quickening the inanimate which descended from remote antiquity : 
thus, for instance, the poet calls the dew, Hersa, a daughter of Zeus 
and Selene, of the God of the Heavens and the Moon |. 

He is also remarkable for simple and cheerful views of human life, 
connected with an intense enthusiasm for the beautiful in whatsoever 
age or sex, especially for the grace of virgins, the objects of Aleman’s 
most ardent homage. The only evidence that his erotic poetry is 
somewhat voluptuous § is to be found in the innocence and simplicity 
with which, in the true Spartan fashion, he regarded the relation 
between the sexes. A corrupt, refined sensuality neither belongs to 
the age in which he lived, nor to the character of his poetry; and 
although, perhaps, he is chiefly conversant with sensual existence, yet 
indications are not wanting of a quick and profound conception of the 
spiritual **, 

§ 4. The second great choral poet, STEsicHorus, has so little in 
common with Aleman, that he can in no respect be regarded as suc- 


* Fragm. 24. 28. 

+ 6 méupuyos’ AAnmeY ry ae 

t Especially in the sound O12 for an original ON, as in ¢sgace. It appears, 
however, that the pure Doric form Mdcw ought to be introduced everywhere for 
Moicz. In the third person plural, Aleman probably had, like Pindar, either 
aiveoves (fr. 73), or ef3a0v. The odin Tenn eo ou, xibugicdey, is also AXolic; the pure 
Doric form was xsbagidde, &c. 

§ As in the beautiful fragment, No. 10, in Welcker’s collection, which contains 
a description of the repose of night. 

|| Fr. 47. on 7 

G axtraeror, Archytas (6 dguovxis) in Athen, xiii. p. 600. F. 

** Alcman called the memory, the wvjua, by the name Pearidogxor, Ke that which 
sees in the mind:” as should be written in Ktym. Gud, p. 395, 52. for gal digxav. 
Peagi is a well-known Doric form for ¢geci, 
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cessor to the Laconian poet, in his endeavours to bring that branch 
of poetry to perfection. We must consider him as starting from the 
same point, but led by the originality of his genius into a totally 
different path. Stesichorus is of rather a later date than Alcman. 
He was born, indeed, just at the period when the first steps towards 
the development of lyric poetry were made by Terpander (Olympiad 
33. 4. 643 B. c.; according to others, Olympiad 37. B. c, 632), 
but his life was protracted above eighty years (to Olympiad 55. 1. 
560 B. c.; according to others 56. B. c. 556) 3 so that he might be a 
contemporary of the Agrigentine tyrant Phalaris, against whose ambi- 
tious projects he is said by Aristotle to have warned his fellow-citizens 
in an ingenious fable *, According to common tradition, Stesichorus 
was a native of Himera, a city containing a mixed population, half 
Tonic, half Doric, the Himereans having come partly from the Chalci- 
dian colony Zancle, partly from Syracuse. But at the time Stesichorus 
was born, Himera was but just founded, and his family could have 
been settled there but a few years. His ancestors, however, were nei- 
ther Zancleans nor Syracusans, but dwelt at Mataurus, or Metaurus, a 
city on the south of Italy, founded by the Locrians-+. This cireum- 
stance throws a very welcome light on the otherwise strange tradition, 
which Aristotle { thought worthy of recording, that Stesichorus was a 
son of Hesiod, by a virgin named Ctimene, of Cineon, a place in the 
country of the Ozolian Locrians. If we abstract from this what belongs 
to the ancient mode of expression, which generally clothes in the simplest 
forms all relationships of blood, the following will result from the first 
mentioned facts. There was, as we saw above §, a line of epic bards in 
the style of Hesiod, who inhabited GEneon, and the neighbouring Nau- 
pactus, in the country of the Locrians. A family in which a similar 
practice of the poetical art was hereditary came through the colony 
of Locri in Italy, in which the Ozolian Locrians took peculiar interest, 
to these parts, and settled in Mataurus. From this family sprang Stesi- 
chorus. 

Stesichorus lived at a time when the serene tone of the epos and an 
exclusive devotion to a mythical subject no longer sufficed ; the predo- 
minant tendency of the Greek mind was towards lyric poetry. He 
himself was powerfully affected by this taste, and consecrated his life to 
the transplantation of all the rich materials, and the mighty and imposing 
shapes, which had hitherto been the exclusive property of the epos, to 
the choral poem. His special business was the training and direction 
of choruses, and he assumed the name of Stesichorus, or leader of 
choruses, his original name being Tisias. This occupation must have 


* Above, ch. xi. § 14. 


i Steph. Byz. in Méraveos, Brxciscogos, Maraveives yivos. See Klein, Fragmenta 
Stesichori, p. 9. : 
t In Proclus and Tzetzes, Proleg. to Hesiod. § Ch. 8. § 4, 
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remained hereditary in his family in Himera; a younger Stesichorus of 
Himera came, in Olympiad 73. 1. B.c. 485, to Greece as a poet *; a 
third Stesichorus of Himera was victor at Athens, doubtless as chorus- 
leader, in Olympiad 102. 3. 8. c. 370+. The eldest of them, Stesi- 
chorus Tisias, made a great change in the artistical form of the chorus. 
He it was who first broke the monotonous alternation of the strophe 
and antistrophe through a whole poem, by the introduction of the epode, 
differing in measure, and by this means made the chorus stand still de 
During the strophe, the chorus moved in a certain evolution, which 
again during the antistrophe was made back to its original station, 
where it remained while the epode was sung. The chorus of Stesi- 
chorus seems to have consisted of a combination of several rows or 
members of eight dancers ; the number eight appears indeed from various 
traditions to have been, as it were, consecrated by him §. The mu- 
sical accompaniment was the cithara. The strophes of Stesichorus were 
of great extent, and composed of different verses, like those of Pindar, 
though of a simpler character. In many poems they consisted of dac- 
tylic series, which were sometimes broken shorter, sometimes extended 
longer, as it were variations of the hexameter. With these Stesichorus 
combined trochaiec dipodies ||, by which the gravity of the dactyls was 
somewhat tempered ; the metres used by Pindar, and generally for 
all odes in the Dorian style of music, thus arose Although Stesichorus 
_also mainly employed this grave and solemn harmony, yet he himself 
mentions on one occasion the use of the Phrygian, which is characte- 
rized by a deeper pathos, and a more passionate expression |. {[t appears 
from this fragment that the poet chose, as its metrical form, dactylic sys- 
tems (7. e. combinations of similar series without any close or break), to 
which ponderous trochees were attached **. Elsewhere, Stesichorus used 
also auapests and choriambics, which correspond in their character to 
the dactylic verses just mentioned. Occasionally, however, he used the 
lighter and rather pleasing than solemn logacedic measure. 
§ 5. As the metres of Stesichorus approach much more nearly to the 
epos than those of Aleman, as his dialect also is founded on the epic, to 


* Marm. Par. ep. 50. + Ibid. ep. 73. 
t See several grammarians and compilers in rgia Srnoicigov, or O00: regia Brnoicigou 
Ylyvarness. 
§ Several grammarians at the explanation of révra sxrd. 
4oO—. Several verses of greater or less length, formed of dipodies of this 
kind, are called by the grammarians Stesichorean verses. 
q Fragm. 12. Mus. Crit. Cantab. Fasc. VI. Fragm. 39. ed. Klein: 
rode 30 Kugirwy ba~ 
Pb LUre KADDALOOY DiEe~ 
veiy Bodryioy whros tev- 
ears, 
“ABoos Neos boreorcoeevou. } 
Stesichorus, also, according to Plutarch, used the hepa sos véuos, Which had been 
set by Olympus in the Phrygian aewovia; above, ch, 12. 47. 
*® roorccsol oneayrol. 
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which he gave a different tone only by the most frequent and most cat 
rent Dorisms, so also with regard to the matter and contents of his 
poems, Stesichorus makes, of all lyric poets, the nearest approach to the 
epic. “ Stesichorus,” says Quintilian elegantly, “ sustained the weight of 
epic poetry with the lyre.” We know the epic subjects which he treated 
in this manner; they have a great resemblance to the subjects of the 
shorter epic poems of the Hesiodean school, of which we have spoken 
above. Many of them were borrowed from the great mythic cycle of 
Hercules (whom he, like Pisander, invariably represented with the 
lion’s skin, club, and bow); such as his expedition against the triple 
giant of the west, Geryon (Lnpvovic) 5 Scylla (XkvdAa), whom, in 
the same expedition, Hercules subdued; the combat with Cycnus 
(Kdéxvoc) *, the son of Ares, and the dragging of Cerberus (Képepoc) 
from the inferual regions. Others related to the mythic cycle of Troy ; 
such as the destruction of Ilium (IAéov zépore), the returns of the 
heroes (Nécro.), and the story of Orestes (Opeore/a). Other my- 
thical subjects were, the prizes which Acastus, King of Iolcus, distri- 
buted at the funeral games of his father Pelias (é7i IleMig a2da) ; 
Eriphyle, who seduced her husband Amphiaraus to join in the expedi- 
tion against Thebes (‘Eppida) ; the hunters of the Calydonian boar 
(cvoOjpac, according to the most probable interpretation) ; lastly, a 
poem called Europeia (a title also borne by the epos of Eumelus), 
which, from the little we know of it, seems to have treated of the tradi- 
tional stories of Cadmus, with which that of Europa was interwoven. 

A question here arises, how these epic subjects could be treated in a 
lyric form, It is manifest that these poems could not have had the per- 
fect repose, the vivid and diffuse descriptions, in short all the characte- 
ristics of the epos. To connect with these qualities the accompaniment 
of many voices and instruments, a varied rhythmical structure, and 
choral dancing, would have seemed to the Greeks, with their fine sense 
of harmony and congruity, a monstrous misjoinder. There must, there- 
fore, have been something which induced Stesichorus, or his fellow 
citizens, to take an interest in these heroes and their exploits. Thus in 
Pindar all the mythological narratives have reference to some recent 
event t. In Stesichorus, however, the mythical subject must have been 
treated at greater length, and have occupied nearly the entire poem ; 
otherwise the names of these poems would not have been like those of 
epic compositions. One of them, the Oresteia, was so long, that it was 
divided into two books ; and it contained so much mythical matter, that 
in the Iliac table, a well known ancient bas-relief, the destruction of 
Troy is represented in a number of scenes from this poem. The most 
probable supposition, therefore, is that these poems were intended to be 
represented at the mortuary sacrifices and festivals, which were fre- 


* Ch, 8. (p. 98-9.) + Below, ch. 15. § 1. 
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quently celebrated in Magna Grecia to the Greek heroes, especially to 
those of the Trojan cycle *. 

The entire tone in which Stesichorus treated these mythic narratives 
was also quite different from the epic. It is evident from the fragments 
that he dwelt upon a few brilliant adventures, in which the force and 
the glory of the heroes was, as it were, concentrated; and that he gave 
the reins to his fancy. Thus, in an extant fragment, Hercules is de- 
scribed as returning to the god of the sun (Helios), ‘on the goblet on 
which he had swum to the island of Geryoneus; ‘ Helios, the Hype- 
rionid, stepped into the golden goblet, in order'to go, over the ocean, to 
the sacred depths of the dark night to his mother, and wife, and dear 
children; while the son of Zeus (Hercules) entered into the laurel 
grove t.”” In another, the dream of Clyteemnestra, in the night before 
she was killed, is described: ‘* A serpent seemed to approach her, its 
crest covered with blood; but, of a sudden, the king of Pleisthenes race 
(Agamemnon) came out of it }.” In general, a lyric poet like Stesi- 
chorus was more inclined than an epic poet to alter the current legend ; 
since his object was not so much mere narration, as the praise of indi- 
vidual heroes, and the mythus was always introduced with a view to its 
application. Asa proof of this assertion, it is sufficient to refer to the 
story, celebrated in antiquity, of Stesichorus having, in a poem (pro- 
bably the destruction of Troy), attributed all the sufferings of the Trojan 
war to Helen§; but the deified heroine having, as it was supposed, 
deprived him of his sight, as a punishment for this insult, he composed 
his famous Palinodia, in which he said that the Helen who had been 
seen in Troy, and for whom the Greeks and Trojans fought during 
so many years, was a mere shadow (ddcpa, eidwhov) ; while the true 
Helen had never embarked from Greece. Even this, however, is not to 
be considered as pure invention; there were in Laconia popular legends 
of Helen’s having appeared as a shade long after her death ||, like her 
brothers Castor and Pollux ; and it is possible that Stesichorus may 
have met with some similar story. Stesichorus simply conceived Helen 
to have remained in Greece; he did uot suppose her to have gone to 


Egypt 4. 


* Thus in Tarentum ivzyiyol were offered to the Atrids, Tydids, Alcids, 
Laertiads (Pseud-Aristot. Mirab. Ausc. 114); in Metapontum to the Nelids 
(Strabo VI. p, 263,) &c. 

+ Fragm. 3, (10. ed. Klein). %. , 

t Fragm. inc. 1, (43. Klein), This fragment too is in a lyric metre, and ought 
not to be forced into an elegiac distich. 

§ Hence in the Iliac table. Menelaus is represented as attempting to stab Helen 
whom he has just recovered; while she flies for protection to the temple of 
Aphrodite. 

|| Herod. VI. 61. 

| Others sunposed that Proteus, the marine demigod skilled in metamorphoses, 
went to the island of Pharos, and there formed a false Helen with which he 
deceived Paris; a version of the stery which even the ancient Scholiasts have con- 
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The language of Stesichorus likewise accorded with the tone of his 
poetry. Quintilian, and other ancient critics, state that it corresponded 
with the dignity of the persons described by him ; and that he might 
have stood next to Homer, if he had restrained the copiousness of his 
diction. It is possible that, in expressing this opinion, Quintilian did 
not sufficiently advert to the distinction between the epic and lyric 
styles. 

§ 6. We have%ubjoined these remarks to the longer lyric poems of 
Stesichorus, which were nearest to the epos, as it was in these that the 
peculiar character of his poetry was most clearly displayed. Stesi- 
chorus, however, also composed poems in praise of the gods, especially 
peans and hymns; not in an epic, but in a lyric form. There were 
also erotic paems of Stesichorus, differing as much as his other produc- 
tions from the amatory lyric poems of the Lesbians. They consisted of 
love-stories; as the Culyce, which described the pure but unhappy love 
of a maiden of that name; and the Rhadina, which related the 
melancholy adventures of a Samian brother and sister, whom a Corin- 
thian tyrant put to death out of love for the sister, and jealousy of the 
brother *, These are the earliest instances in Greek literature of love- 
stories forming the basis of romantic poetry; the stories themselves 
probably having been derived from the tales with which the inmates of 
the Greek gynecea amused themselves. These stories (which were 
afterwards collected by Parthenius, Piutarch, and others) usually be- 
longed, not to the purely mythical period, but either to historical times, 
or to the transition period between fable and history. In this manner 
the story involved the ordinary circumstances of life, while extraordi- 
nary situations could be introduced, serving to show the fidelity of the 
lovers. Of a similar character was the bucolic poem, which Stesichorus 
first raised from a rude strain of merely local interest, to a classical 
branch of Greek poetry. The first bucolic poem is said to have been 
sung by Diomus, a cowherd in Sicily, a country abounding in cattleT. 
The hero of this pastoral poetry was the shepherd Daphnis (celebrated 
in Theocritus), who had been beloved by a nymph, and deprived by 
her, out of jealousy, of his sight; and with whose laments all nature 


founded with that of Stesichorus. As this Proteus was converted by the Egyptian 
interpreters (igunyeis) into a king of Egypt, this king was said to have taken Helen 
from Paris, and to have kept her for Menelaus. This was the story which Hero- 
dotus heard in Egypt, I. 112. Euripides, in his Helen, gives quite a new turn to 
the tale. In this play, the gods form a false Helen, whom Paris takes to Troy ; 
the true Helen is carried by Hermes to the Egyptian king Proteus. In this 
manner, Proteus completely loses the character which he bears in the ancient 
Greek mythus ; but the events tend to situations which suited the pathetic tragedy 
of Euripides. 

* Compare Strab. VIII. p. 347. D. with Pausan. VII. 5.6. The chief authority 
for these love-stories is the long excursus in Atheneus on the popular songs of the 
Greeks, XIV. p. 618. sqq. 

} Bovxorsouos, Kpicharmus ap. Athen. XIV. p. 619. The song of Eriphanis, 
Maxgal doves, & wtyadas, appears to have been of native Sicilian origin. 
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sympathised. This legend was current in the native country of Stesi- 
chorus, near the river Himeras, where Daphnis is said to have uttered 
his laments; and near Cephalcedium, where a stone resembling a man’s 
form was said to have once been Daphnis. Himera was the only one 
among the ancient Greek colonies in Sicily, which lay on the northern 
coast of the island; it was entirely surrounded by the aboriginal inha- 
bitants, the Siculians ; and it is therefore probable that the hero Daphnis, 
and the original form of the pastoral song, belonged to the Siculian 
peasantry *. 

From what precedes, it appears that the poetry of Stesichorus was 
not employed in expressing his own feelings, or describing the events ot 
his own life, but that he preferred the past to the present. This cha- 
racter seems to have been common to all the poems of Stesichorus. 
Thus he did not, like Sappho, compose Epithalamia having an imme- 
diate reference to the present, but he took some of his materials from 
mythology. ‘The beautiful Epithalamium of Theocritus +, supposed to 
have been sung by the Laconian virgins before the chamber of Mene- 
laus and Helen, is, in part, imitated from a poem of Stesichorus. 

§ 7. Thus much for the peculiarities of this choral poet, not less re- 
markable in himself, than as a precursor of the perfect lyric poetry of 
Pindar. Our information respecting Arron is far less complete and 
satisfactory ; yet the little that we know of him proves the wide exten- 
sion of lyric poetry in the time of Aleman and Stesichorus. Arion was 
the contemporary of Stesichorus; he is called the disciple of Aleman, 
and (according to the testimony of Herodotus) flourished during the 
reign of Periander at Corinth, between Olymp. 38. 1. and 48. 4. (628 
and 585 8. c.), probably nearer the end than the beginning of this 
period. He was a native of Methymna in Lesbos; a district in which 
the worship of Bacchus, introduced by the Boeotians, was celebrated 
with orgiastic rites, and with music. Arion was chiefly known in 
Greece as the perfecter of the dithyramb. The dithyramb, as a song 
of Bacchanalian festivals, is doubtless of great antiquity ; its name is 
too obscure to have arisen at a late period of the Greek language, and 
probably originated in the earliest times of the worship of Bacchus f. 
Its character was always, like that of the worship to which it belonged, 
impassioned and enthusiastic; the extremes of feeling, rapturous plea- 
sure, and wild lamentation, were both expressed in it. Concerning the 
mode of its representation we are but inperfectly informed. Archilo- 
chus says, that “ he is able, when his mind is inflamed with wine, to 

* It appears from Allian V. H., X. 18. that the legend of Daphnis was given in 
Stesichorus. not as it is expanded in Theocrit. Id. 1., but as it is touched upon in Id. 
VII. 73. The pastoral legend of the Goathead Comatas, who was inclosed in a box 


by the king’s command, and fed by a swarm of bees, sent by the Muses (Theoerit 
VII. 78. sg.) has all the appearance of a story embellished by Stesichorus. 


+ Id. XVIII. 
+ On the formation of dddgapfos, see p. 133 note *. 
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sing the dithyramb, the beautiful strain of Dionysus*”: from which 
expressions it is probable that in the time of Archilochus, one of a 
band of revellers sometimes sang the dithyramb, while the others 
joined him with their voices. There is, however, no trace of a choral 
performance of the dithyramb at this time. Choruses had been already 
introduced in Greece, but in connexion with the worship of Apollo, and 
they danced to the cithara (gépytys), the instrument used in this 
worship. In the worship of Dionysus, on the other hand, an irregular 
band of revellers, led by a flute-player, was the prominent feature t. 
Arion, according to the concurrent testimonies of the historians and 
grammarians of antiquity, was the first who practised a chorus in 
the representation of a dithyramb, and therefore gave a regular and 
dignified character to this song, which before had probably consisted of 
irregular expressions of excited feeling, and of inarticulate ejacula- 
tions. This improvement was made at Corinth, the rich and flourish- 
ing city of Periander; hence Pindar in his eulogy of Corinth exclaims : 
‘Whence, but from Corinth, arose the pleasing festivals of Dionysus, 
_ with the dithyramb, of which the prize is an ox{?” The choruses 
which sang the dithyramb were circular choruses (Kixheoe xopot) ; SO 
called, because they danced in a circle round the altar on which the 
sacrifice was burning. Accordingly, in the time of Aristophanes, the 
expressions ‘¢ dithyrambie poet,’ and ‘ teacher of cyclian choruses’ 
(kuxAwodtddexadoc), were nearly synonymous §. With regard to the 
subjects of the dithyrambs of Arion we know nothing, except that he 
introduced the dragic style into them ||. This proves that he had dis- 
tinguished a choral song of a gloomy character, which referred to the 
dangers and sufferings of Dionysus, from the ordinary dithyramb of 
the joyous kind; as will be shown in a subsequent chapter§]. With 
regard to the musical accompaniment of the dithyrambs of Arion, it 
may be remarked, that the cithara was the principal instrument used 
in it, and not the flute, as in the boisterous comus. Arion was himself 
the first cithara-player of his time: and the exclusive fame of the Les- 
bian musicians from Terpander downwards was maintained by him 


* Os Aiwydcou dyexros xa Ady ectok ans pros 
O}da diddpapeBov civ cuyxscaurwbels Qotvas. 
ap. Athen, xiv. p. 628, 
+ See ch. iii. § 5. 
{ Pind. Ol. xiii, 18. (25.), where the recent editors give a full and accurate ex- 
planation of the matter, 


§ Hence Arion is said to have been the son of Cycleus. 


|| Teaqinds redros Suidas in ’Agiwy, Concerning the satyrs whom Arion is said to 
have used on this occasion, see below, chap. xxi, 

4 Chap. xxi. The finest specimen of a dithyramb of j indi - 
ment of a dithyramb by Pat in Dion. Hal, de Comp, Vent ae oan 
ramb was intended for the great Dionysia (¢% weydaa or c& doves Avyicia), which 
are described in it as a great vernal festival, at the season “ when the chamber of 
the Hours opens, and the nectarian plants feel the approachof the fragrant spring,” 
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Arion also, according to the well known fable *, played the orthian 
nome t, when he was compelled to throw himself from a ship into the 
sea, and was miraculously saved by a dolphin f. Arion is also stated, 
as well as ‘Terpander, to have composed procemia, that is, hymns to the 
gods, which served as an introduction to festivals §. 

§ 8. In descending to the choral poets who lived nearer the time of 
the Persian war, we meet with two poets of very peculiar characters ; 
the vehement Ibycus, and the tender and refined Simonides. 

Isycus was a native of Rhegium, the city near the southernmost point 
of Italy, which was closely connected with Sicily, the country of Stesi- 
chorus. Rhegium was peopled partly by Ionians from Chalcis, partly 
by Dorians from Peloponnesus ; the latter of whom were a superior 
class. The peculiar dialect formed in Rhegium had some influence on 
the poems of Ibycus; although these were in general written in an epic 
dialect with a Doric tinge, like the poems of Stesichorus |]. Ibycus was 
a wandering poet, as is intimated in the story of his death having been 
attested and revenged by cranes; but his travels were not, like those of 
Stesichorus, confined to Sicily. He passeda part of histime in Samos 
with Polycrates; whence the flourishing period of Ibycus may be 
placed at Olymp. 63. (3. c. 528). We have already explained the 
style of poetry which was admired at the court of Polycrates. Ibycus 
could not here compose solemn hymns to the gods, but must accommo- 
date his Doric cithara, as he was best able, to the strains of Anacreon. 
Accordingly, it is probable that the poetry of Ibycus was first turned 
mainly to erotic subjects during his residence in the court of Poly- 
crates ; and that his glowing love-songs (especially to beautiful youths), 
which formed his chief title to fame in antiquity, were composed at this 
time. 

But that the poetical style of Ibycus resembled that of Stesichorus is 
proved by the fact that the ancient critics often doubted to which of the 
two a particular idea or expression belonged**. It may indeed be 

* Herod. 1, 23. This fable probably arose from a sacred offering in a temple at 
Tenarum, which represented Taras sitting on a dolphin, as he appears on the coins 
of Tarentum. Plutarch, Cony. Sept. Sap. c. 18, mentions the Pythian instead of the 
orthian nome. 

+ The orthian nome was mentioned above, chap. xii. § 15, in connexion with Po. 
lymnes‘us. 

t The nomos orthios was sung to the cithara (Herod. 1. 24. Aristoph. Eq. 1276, 
Ran 1308, et Schol.), but also to the Phrygian flute (Lucian 4). 

§ Suidas inv. The ode to Neptune which Adlian H. A., xii, 45, ascribes to 
Arion, is copious in words, but poor in ideas, and is quite unworthy of such a poet 
as Arion. It also presupposes the truth of the fable that Arion was saved by a 
dolphin. 

A peculiarity of the Rheginian dialect in Stesichorus was the formation of the 
third persons of barytone verbs in 401; Qéensi, Réynas, &e. 


@ Above, ch. xiii. § 12, 

** Citations of Stesichorus or Ibycus, or (for the same expression) of Stesichorus 
and Ibycus, occur in Athen. iv. p. 172 D., Schol. Ven. ad Il. xxiv. 259. ii), 114. Hee 
sych, in Bovadinras, vol. i, p. 774, ed. Alb., Schol. Aristoph. Av, 1302, Schol. 
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conjectured that this doubt arose from the works of these two poets being 
united in the same collection, like those of Hipponax and Ananius, or 
of Simonides aud Bacchylides ; but their works would not have been so 
united by the ancient editors if there had not been a close affinity 
between them. The metres of Ibycus also resemble those of Stesicho- 
rus, being in general dactylic series, connected together into verses of 
different ‘lengths, but sometimes so long, that they are rather to be 
called systems than verses. Besides these, Ibycus frequently uses 
logacedic verses of a soft or languid character: and in general his 
rhythms are less stately and dignified, and more suited to the expression 
of passion, than those of Stesichorus. Hence the effeminate poet Aga- 
thon is represented by Aristophanes as appealing to Ibycus with Ana- 
creon and Alczeus, who had made music more sweet, and worn many- 
coloured fillets (in the oriental fashion), and had led the wanton Ionic 
dance *. 

§ 9. The subjects of the poems of Ibycus appear also to have a 
strong affinity with those of the poems of Stesichorus. For although 
no poems with such names as Cycnus or the Orestea are attributed to 
Ibycus; yet so many peculiar accounts of mythological stories, espe- 
cially relating to the heroic period, are cited from his poems, that it 
seems as if he too had written long poems on the Trojan war, the ex- 
pedition of the Argonauts, and other similar subjects, That, like 
Stesichorus, he dwelt upon the marvellous in the heroic mythology, is 
proved by a fragment in which Hercules is introduced as saying: “ I 
also slew the youths on white horses, the sons of Molione, the twins 
with like heads and connected limbs, both born in the silver egg T.”’ 

The erotic poetry of Ibycus is however more celebrated. We know 
that it consisted of odes to youths, and that these breathed a fervour of 
passion far exceeding that expressed in any similar productions of 
Greek literature. Doubtless the poet gave utterance to his own feel- 
ings in these odes; as indeed appears from the extant fragments. 
Nevertheless the length of the strophes and the artificial structure of 
the verses prove that these odes were performed by choruses. Birth- 
days or other family festivals or distinctions in the gymnasia may have 
afforded the poet an opportunity of coming with a chorus into the 
court-yard of the house, and offering his congratulations in the most 
imposing and brilliant manner. The occasions of these poetical con- 
gratulations were doubtless the same as those which gave rise to the 
painted vases in Magna Grecia, with the inscription ‘ the boy is beau- 
tiful” (kaddc 6 mac), and scenes from gymnastic exercises and 
social life. But that in the poems of Ibycus, as well as of Pindar, the 


Vratislav, ad Pind. Ol. ix. 128. (oi mse "IPuxoy xa) Lrncixogov), Etymol. Gud, in 
aregrvos, p. 98.31, 
* Thesm. 161. 


t Ap. Athen, p. 57 F. (Fr. 27, coll. Schneidewin), 
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chorus was the organ of the poet’s thoughts and feelings, is sufficiently 
proved (as has been already remarked) by the extant fragments. In 
a very beautiful fragment, the versification of which expresses the course 
of the feeling with peculiar art, Ibycus says*: “ In the spring the 
Cydonian apple-trees flourish, watered by rivulets from the brooks in 
the untrodden garden of the virgins, and the grapes which grow under 
the shady tendrils of the vine. But Eros gives me peace at no season ; 
like a Thracian tempest, gleamiug with fightning, he rushes from 
Cypris, and, full of fury, he stirs up my heart from the bottom.” In 
some other extant verses he says+: ‘f Avain Eros looks at me from 
beneath his black eyelashes with melting glances, and drives me with 
blandishments of all kinds into the endless nets of Cypris. I tremble 
at his attack; as a harnessed steed which contends for the prize in the 
sacred games, when he approaches old age, unwillingly enters the race- 
course with the rapid chariot.” 

These amatory odes of Ibycus did not however consist merely of 
descriptions of his passion, which could scarcely have afforded sufficient 
materials for choral representation. He likewise called in the assist- 
ance of mythology in order to elevate, by a comparison with divine or 
heroic natures, the beauty of the youth or his own passion. Thus in a 
poem of this kind, addressed to Gorgias, Ibycus told the story of 
Ganymedes and Tithonus, both Trojans and favourites of the gods ; 
who were described as contemporary {, and were associated in the 
narrative. Ganymedes is carried off by Zeus in the form of an eagle, 
in order to become his favourite and cup-bearer in Olympus ; and, at 
the same time, Eros incites the rising Aurora to bear away from Ida, 
Tithonus, a Trojan shepherd and prince§. The perpetual youth of 
Ganymedes, the short manhood and the melancholy old age of Tithonus, 
probably gave the poet occasion to compare the different passions which 
they excited, and to represent that of Zeus as the more noble, that of 
Aurora the less praiseworthy. 

§ 10. Leaving Ibycus in the obscurity which envelopes all the Greek 
lyric poets anterior to Pindar, we come to a brighter point in Stmonipgs. 
This poet has been already described as one of the greatest masters of 
the elegy and the epigram ; but a full account of him has been reserved 
for this place. . 

Simonides was born at Julis in the island of Ceos, which was in- 


* Fragm. 1. coll. Schneidewin. The end of the fragment is very difficult; the 
translation is made from the following alteration of the text: ariwBnoi xgarauas 
wsdibey cardoouy nuetipus Delvus. 

+ Schol. Plat. Parm. p. 137, A, (Fragm. 2. coll, Schneidewin), 

t After the Little Iliad, in which Ganymedesis the son of Laomedon: Schol, Vat. 
ad Eurip. Troad. 822. Elsewhere Tithonus is his son. 

§ This account of the poem of Stesichorus is taken from Schol, Apollon, Rhod, 
III. 158. compared with Nonnus Dionys, xv. 278, ed. Graefe, 
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habited by Tonians; according to his own testimony *, about Olymp 
56. 1. B. c. 556. He lived, according to a precise account, 89 years, 
and died in 78. 1. s. c. 468. He belonged to a family which sedu- 
lously cultivated the musical arts ; his grandfather on the paternal side 
had been a poet t; Bacchylides, the lyric poet, was his nephew; and 
Simonides the younger, known by the name of “ the genealogist,” on 
account of a work on genealogies (repi yeveadoywy), was his grand- 
son. He himself exercised the functions of a chorus-teacher in the 
town of Carthzea in Ceos; and the house of the chorus (yopyyeior) 
near the temple of Apollo was his customary abode {. This occupa- 
tion was to him, as to Stesichorus, the origin of his poetical efforts. The 
small island of Ceos at this time contained many things which were 
likely to give a good direction toa youthful mind. The lively genius 
of the Ionic race was here restrained by severe principles of modera- 
tion (cwd¢pocvyn) ; the laws of Ceos are celebrated for their excel- 
lence § ; and although Prodicus of Ceos is named among the sophists 
attacked by Socrates, yet he was considered asa man of probity, and the 
friend of a beneficent philosophy. Simonides, also, appears throughout 
his whole life, to have been attached to philosophy; and his poetical 
genius is characterized rather by versatility and purity of taste than by 
fervid enthusiasm. Many ingenious apophthegms and wise sayings are 
attributed to him, nearly resembling those of the seven sages ; for ex- 
ample, the evasive answer to the question, what is God ? is attributed 
both to Simonides and Thales: in the one anecdote the questioner 
is Hiero, in the other Crowsus. Simonides himself is sometimes reck- 
oned among the philosophers, and the sophists considered him as a 
predecessor in their art. The * moderation of Simonides” became 
proverbial ||; a modest consciousness of human weakness, and a re- 
cognition of a superior power, are everywhere traceable in his poetry. 
It is likewise recorded that Simonides used, and perfected, the contri- 
vances which are known by the name of the Mnemonic art. 

It must be admitted, that, in depth and novelty of ideas, and in the 
fervour of poetical feeling, Simonides was far inferior to his contem- 
porary Pindar. But the practical tendency of his poetry, the worldly 
wisdom, guided by a noble disposition, which appeared in it, and the 
delicacy with which he treated all the relations of states and rulers, 
made him the friend of the most powerful and distinguished men of his 


* In the epigramin Planudes, Jacobs Anthol, Palat. Append. Epigr. 79. (203 
Schneidewin). 

+ Marm. Par, ep. 49. according to Boeckh’s explanation, Corp. Inserip. vol. ii. 
p- 319. 

t Chameleon ap. Ath. x. p. 456. E. 

§ Miiller’s Aginetica, p. 132. note u. 

|| “H Dewvidou cwheordyn. Aristides eg) rod ragupd. III. p.645 A. Canter. II, 
p- 910. Dindorf. Simonidis reliquie ed. Schneidewin, p. xxxiii. 
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age. Scarcely any poet of antiquity enjoyed so much consideration in 
his lifetime, or exercised so much influence upon political events, as 
Simonides. He was one of the poets entertained by Hipparchus the 
Pisistratid (Olymp. 63. 2. — 66. 3. B. c. 527—14.), and was highly 
esteemed by him. He was much honoured by the families of the 
Aleuads and Scopads, who at that time ruled in Thessaly, as powerful 
and wealthy nobles, in their cities of Larissa and Craunon, and partly 
as kings of the entire country. These families attempted, by their 
hospitality and liberality to the poets and wise men whom they enter- 
tained, either tu soften the rough nature of the Thessalians, or, at least, 
to cover it with a varnish of civilization. That, however, they were not 
always equally liberal to Simonides, appears from the anecdote that 
Scopas once refused to give him more than half the promised reward, 
and referred him for the other half to the Dioscuri, whom he had also 
praised in his ode; and that, in consequence, the Dioscuri saved 
Simonides when the house fell upon the impious Scopas*. Simonides 
appears to have passed much of the latter part of his life in Sicily, 
chiefly with the tyrant of Syracuse. That he was in high honour at 
this court is proved by the well attested story, that when, after Gelo’s 
death, a discord arose between the allied and closely connected families 
oi the tyrants of Syracuse and Agrigentum, Hiero of Syracuse and 
Thero of Agrigentum, with their armies, were standing opposite to each 
other on the river Gelas, and would have decided their dispute with 
arms, if Simouides (who, like Pindar, was the friend of both tyrants) 
had not restored peace between them (Olymp. 76. 1. B. c. 476). But 
the high reputation of Simonides among the Greeks is chiefly apparent 
in the time of the Persian war. He was in friendly intercourse both 
with Themistocles and the Spartan general Pausanias; the Corin- 
thiaus sought to obtain his testimony to their exploits in the Persian 
war; and he, more than any otlier poet, partly at the wish of others, 
and partly of his own accord, undertook the celebration of the great 
deeds of that period. The poems which he wrote for this purpose were 
for the most part epigrams ; but some were lyric compositions, as the 
panegyric of those who had fallen at Thermopylae, and the odes on the 
sea-fights of Artemisium and Salamis. Others were elegiac, as the 
elegy to those who fought at Marathon, already mentioned. 

§ 11. The versatility of mind and variety of knowledge, which Simo- 
nides appears from these accounts to have possessed, are connected with 
his facility of poetical composition. Simonides was probably the most 
prolific lyrie poet whom Greece had seen, although all his productions 
did not descend to posterity. He gained (according to the inscription 


* That the ancients themselves had difficulties in ascertaining the true version of 
this story, appears from Quintilian, Inst. Mise his Ib is however certain that the 
family of the Scopads at that time suffered some great misfortune which Simonides 
lamented in a threne: Phavorin, ap. Stub. Serm, CV. 62, 7 
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of a votive tablet, written by himself*) 56 oxen and tripous in poetical 
contests ; and yet prizes of this kind could only be gained at public 
festivals, such as the festival of Bacchus at Athens. Simonides, ac- 
cording to his own testimony, conquered at this latter festival in 
Olymp. 75. 4. B. c.476, with a cyclian chorus of 50 men. The muse of 
Simonides was, however, far oftener in the pay of private men ; he was 
the first who sold his poems for money, according to the frequent re- 
proach of the ancients. Thus Socrates in Plato + says that Simonides 
was often forced to praise a tyrant or other powerful man, without 
being convinced of the justice of his praises. 

Among the poems which Simonides composed for public festivals, 
were hymns and prayers (carevyat) to various gods, pseans to Apollo, 
hyporchemes, dithyrambs, and parthenia. In the hyporchemes Simo- 
nides seemed to have excelled himself; so great a master was he of the 
art of painting, by apt rhythms and words, the acts which he wished to 
describe ; he says of himself that he knows how to combine the plastic 
movements of the feet with the voice ¢. His dithyrambs were not, ac- 
cording to their original purpose, dedicated to Dionysus, but admitted 
subjects of the heroic mythology; thus a dithyramb of Simonides bore 
the title of Memnon§. This transfer to heroes, of poems properly be- 
longing to Dionysus will be considered more fully in connexion with 
the subject of tragedy. Moreover the odes just mentioned, which cele- 
brated those who fell at Thermopyle and in the sea-fights against the 
Persians, were doubtless intended to be performed at public festivals in 
honour of victories. 

Among the poems which Simonides composed for private persons, 
the Epinikia and Threnes are worthy of especial notice. At this period 
the Epinikia—songs which were performed at a feast in honour of a 
victor in public and sacred games, either on the scene of the conflict, 
or at his return home—first received the polish of art from the hands 
of the choral poets. At an earlier age, a few verses, like those of Ar- 
chilochus, had answered the same purpose. The Epinikia of Simonides 
and Pindar are nearly contemporaneous with the erection of statues in 
honour of victorious combatants, which first became common about 
Olymp. 60, and, especially in the time of the Persian war, employed 
the most eminent artists of the schools of /Egina and Sicyon. <A ge- 
neral idea of the structure of the epinikia of Simonides may be formed 
from those of Pindar (of which a copious analysis will be found in the 
next chapter). In these odes, too, the celebration of mythical heroes 
(as of the Dioscuri in the epinikion of Scopas) was closely connected 
with the praise of the victor. General reflections and apophthegms 
were also applied to his peculiar circumstances. ‘Thus in the same ode, 
the general maxim was stated, that the gods alone could be always 

* Anthol, Palat. vi, 213. + Protag. p. 346. B. 
} Plutarch, Sympos. ix, 15, 2, § Strabo xv. p. 728, B. 
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good: that no man could be invariably good or bad, but could only act 
virtuously by the grace of the gods, and upon this principle the saying 
of Pittacus, “it is difficult to be good,” was censured as requiring too 
much, and probably was applied for the purpose of extenuating some 
faults in the life of the victorious prince *. 

We should be guilty of injustice to Simonides were we to conclude 
that he did violence to his own convictions, and offered mercenary and 
bespoken homage; we rather discover a trace of the mild and humane, 
though somewhat lax and commodious, opinions on morals, prevalent 
among the Ionians. Among the Dorians, and in part also among the 
£olians, law and custom were more rigorous in their demands upon 
the constancy and the virtue of mankind. 

The epinikia of Simonides appear to have been distinguished from 
those of Pindar mainly in this; that the former dwelt more upon the 
particular victory which gave occasion to his song, and described all 
its details with greater minuteness; while Pindar, as we shall see, 
passes lightly over the incident, and immediately soars into higher 
regions. In an epinikion which Simonides composed for Leophron 
the son of the tyrant Anaxilas and his vicegerent in Rhegium t+, 
and in which he had to celebrate a victory obtained with a chariot 
drawn by mules (a7fvn), the poet congratulated the victorious ani- 
mals, dexterously passing in silence over the meaner, and directing 
attention to the nobler, side of their parentage: ‘ Hail, ye daughters 
of storm-footed steeds!” Simonides, too, in these songs of victory more 
frequently indulged in pleasantry than befitted a poem destined to be 
recited at a sacred feast; as, for example, in the epinikion composed in 
honour of an Athenian who had conquered Crios of Aigina in wrestling 
at Olympia; where he plays upon the name of the defeated combatant : 
“ Not ill has the ram (é Kpioc) got himself shorn by venturing into the 
magnificent grove, the sanctuary of Zeus {”. 

But the merits of Simonides wefe still more remarkable (as we have 
already seen in treating of the elegy) in dirges (Spijvor). His style, as 


* See this long fragment from the odes of Simonides in Plato Protag. p. 339. sq. 

+ As the historical relations are difficult of comprehension, I remark briefly, that 
Anaxilas was tyrant of Rhegium, and, from about Ol. 71.3. (u.c. 494), of Messene ; 
and that he dwelt in the latter city, leaving Leophron to administer the government 
of Rhegium. On the death of Anaxilas in Olymp. 76. 1. (3. c. 476), Leophron, as 
his eldest son, succeeded him in the city of Messene: and the freedman Micythus 
was to administer Rhegium for the younger suns, but he was soon compelled to 
abandon his office. Forthese facts, see Herod. vii. 170. Diod. xi. 48. 66. Heraclid. 
Pont. pol. 25. Dicenys. Hal. Exc. p. 539. Vales. Dionys. Hal. xix. 4. Mai. A hen. 
i, p. 3.’Pausan. v. 26. 3. Schol. Pind. Pyth. IL. 34. Justin. iv. 2. xxi, 3. Macrob. 
Sat. I. 11. The Olympic victory of Leophron (by some writers ascribed te Anaxi- 
las) must have taken place before Olymp. 76. 1. B. c, 476. 

{ That the words “Extia® 6 Keios oe deimeiws &c. are to be understood as is indi- 
cated in the text, is proved by the manner in which Aristoph. Nub. 1355. gives the 
substance of the song, which was sung at Athens at meals, from a patriotic interest, 
like a scolion. The contest must be placed about Olymp. 70. B. c. 500 
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an ancient critic observes, was not as lofty as that of Pindar ; but what 
he lost in sublimity he gained in pathos *, While Pindar’s soaring 
flights extolled the happiness of the dead who had finished their earthly 
course with honour, and enjoyed the glories allotted to them in another 
existence, Simonides gave himself up to the genuine feelings of 
human nature; he expressed grief for the life that was extinguished ; 
‘the fond regret of the survivors; and sought consolation rather after 
the manner of the Ionian elegiac poets, in the perishableness and weari- 
ness of human life. The dirges of Simonides on the hapless Scopad, 
and the Aleuad Antiochus, son of Echecratides +, were remarkable ex- 
amples of this style; and donbtless the celebrated lament of Danae 
was part ofathrene. Enclosed with her infant Perseus in a chest, and 
exposed to the raging of the storm, she extols the happiness of the un- 
conscious sleeping babe, in expressions full of the charm of maternal 
tenderness and devotion f. 

§ 12. Simonides did not, like Pindar, in the overflowing riches of 
his genius, touch briefly on thoughts and feelings; he wrought out 
every thing in detail with care and finish §; his verses are like a 
diamond which throws a sparkling light from each of its many polished 
faces. If we analyze a passage, like the fragment from the eulogy on 
the heroes of Thermopyle, we are struck with the skill and grace with 
which the hand of the master plays with a single thought; the glory of 
a great action before which all sorrow disappears; and the various 
lights under which he presents it. 

“Those who fell at Thermopylz have an illustrious fate, a noble des- 
tiny: their tomb is an altar, their dirge a song of triumph. And 
neither eating rust, nor all-subduing time, shall obliterate this epitaph 
of the brave. Their subterranean chamber has received the glory of 
Hellas as its inhabitant. Of this, Leonidas, the king of Sparta, bears 
witness, by the fair and undying renown of virtue which he left behind 
him |]." Some idea may be formed of this same kind of description 
naturally leading to a light and agreeable tissue of thoughts ; of this 
easy graceful style of Simonides, so extremely dissimilar to that of 
Pindar, from a feeble prosaic translation of another fragment taken 
from an ode toa conqueror in the Pentathlon, which treats of Orpheus : 

‘“ Countless birds flew around his head; fishes sprang out of the 
dark waters at his beautiful song. Not a breath of wind arose to rustle 
the leaves of the trees, or to interrupt the honied voice which was 


oy To olnrleabecs Men Meyaroresras ws Maes, aAXe Febntixas. Dion. Hal. Cens. Vet. 
Script. ii. 6. p. 420. Reiske. 


= The son of the Echecratides, who was mentioned in ch. xiii. § 11. in connexion 
with Avacreon, and the elder brother of Orestes. 

t Dionys. Hal. de Verb. Comp. 26. Fr. 7. Gaisford. 50. Schneidewin. 

§ Simonides said that poetry was vocal painting. Plutarch, de Glor. Ath. 3. 

|| Diod. xi IT Fr. 16. Gaisf. 9, Schneid. 
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wafted to the ears of mortals. As when, in the wintry moon, Zeus ap- 
points fourteen days as the sacred brooding time of the gay-plumed 
haleyons, which the earth-dwellers call the sleep of the winds*.” With 
this smooth and highly polished style of composition every thing in the 
poetry of Simonides is in the most perfect harmony; the choice of 
words, which seeks, indeed, the noble and the graceful, yet departs 
less widely from the language of ordinary life than that of Pindar ; 
and the treatment of the rhythms which is distinguished from that 
of the Theban poet by a stronger preference for light and flowing 
measures (more especially the logacedic) and by less rigorous rules of 
metre. 

§ 13. Baccuy.ipgs, the nephew of Simonides, adhered closely to the 
system and the example of his uncle. He flourished towards the close 
of the life of Simonides, with whom he lived at the court of Hiero in 
Syracuse; little more of his history is known. That his poetry was 
but an imitation of one branch of that of Simonides, cultivated with 
great delicacy and finish, is proved by the opinions of ancient critics ; 
among whom Dionysius adduces perfect correctness and uniform ele- 
gance as the characteristics of Bacchylides. His genius and art were 
chiefly devoted to the pleasures of private life, love and wine; and, 
when compared with those of Simonides, appear marked by greater 
sensual grace and less moral elevation. Among the kinds of choral 
poetry which he employed, besides those of which he had examples in 
Simonides and Pindar, we find erotic songs: such, for example, as that 
in which a beautiful maiden is represented, in the game of the Cottabus, 
as raising her whitearm and pouring out the wine for the youths t ; a 
description which could apply only to a Hetiera partaking of the ban- 
quets of men. 

In other odes, which were probably sung to cheer the feast, and 
which were transformed into choral odes from scolia, the praise of wine 
is celebrated as follows {: “A sweet compulsion flows from the wine 
cups and subdues the spirit, while the wishes of love, which are 
mingled with the gifts of Dionysus, agitate the heart. The thoughts 
of men take a lofty flight; they overthrow the embattled walls of 
cities, and believe themselves monarchs of the world. The houses 


* Fr. 18. Schneidewin. 
+ Athen. xi. p. 782. xvi. p. 667. Fr. 23. ed. Neue. 
t Athen. ii. p. 39. Fr. 26. Neue. The ode consists of short strophes in the Dorie 
measure, which are to be reduced to the following metre. 
CSO sou sie Sons 
VAS SHOE oN Shee Pee al eee) 
Boe OC. = 2 Oo 
LoO—-o FOO £00 
This arrangement necessitates no other alterations than those which have been 
for other reasons: except that airsés, ‘ straightways,’ should be written for auras 
in v. 6, 
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glitter with gold and ivory ; corn-bearing ships bring hither from 
Egypt, across the glancing deep, the abundance of wealth. To such 
heights soars the spirit of the drinker.” Here too we remark that ela- 
borate and brilliant execution which is peculiar to the school of Simo- 
nides ; and the same is shown in all the longer fragments of Bacchy- 
lides, among which we shall only quote the praise of peace: 

“ To mortals belong lofty peace, riches, and the blossoms of honey- 
voiced song. On altars of fair workmanship burn thighs of oxen and 
thick-fleeced sheep in golden flames to the gods. The cares of the 
youths are, gymnastic exercises, flute-playing, and joyous revelry (avdot 
kal kopor). But the black spiders ply their looms in the iron-bound 
edges of the shields, and the rust corrodes the barbed spear-head, and 
the two-edged sword. No more is heard the clang of brazen trumpets : 
and beneficent sleep, the nurse and soother of our souls, is no longer 
scared from our eyelids. ‘The streets are thronged with joyous guests, 
and songs of praise to beautiful youths resound *.” 

We recognise here a mind which dwells lovingly on the description 
of these gay and pleasing scenes, and paints itself in every feature, but 
without penetrating deeper than the ordinary observation of men reaches. 
Bacchylides, like Simonides, transfers the diffuseness of the elegy to 
the choral lyric poem; although he himself composed no elegies, aud 
followed the traces of his uncle only as an epigrammatist. The reflec- 
tions scattered through his lyrics, on the toils of human life, the insta- 
bility of fortune, on resignation to inevitable evils, and the rejection of 
vain cares, have much of the tone of the Tonic elegy. The structure of 
Bacchylides’ verse is generally very simple ; nine tenths of his odes, to 
judge from the fragments, consisted of dactylic series and trochaic dipo- 
dias, as we find in those odes of Pindar which were written in the Doric 
mode, Bacchylides, however, gave a lighter character to this measure ; 
inasmuch as in the places where the syllable might be either long or 
short, he often preferred the latter. 

We find, in his poems, trochaic verses of great elezance; as, for ex- 
ample, a fragment, preserved by Athenzus, of a religious poem in 
which the Dioscuri are invited to a feast +. But its character is feeble 
and languid ; and how different from the hymn of Pindar, the third 
among the Olympian odes, in celebration of a similar feast of the 
Dioscuri, held by Theron in Agrigentum ! 

§ 14. The universal esteem in which Simonides and Bacchylides were 
held in Greece, and their acknowledged excellence in their art, did not 
prevent some of their contemporaries from striking into various other 
paths, and adopting other styles of treating lyric poetry. Lasos or 
HERMIONE was a rival of Simonides during his residence in Athens, and 


* Stobeeus, Serm. LITT. p. 209. Grot. Fr. 12, Neue. 
} Athen. xi. p. 500 B. Fr. 27, Neue. 
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likewise enjoyed high favour at the court of Hipparchus*. It is how- 
ever difficult to ascertain, from the very scanty accounts we possess of 
this poet, wherein consisted the point of contrast between him and his 
competitor. He was more peculiarly a dithyrambic poet, and was the 
first who introduced contests in dithyrambs at Athens t, probably in 
Olymp. 68. 1. B. c. 508 {. This style predominated so much in 
his works, that he gave to the general rhythms of his odes a dithy- 
rambic turn, and a free movement, in which he was aided by the variety 
and flexibility of tone of the flute, his favourite instrament §. He was 
also a theorist in his art, and investigated the laws of music (Z. e. 
the relation of musical intervals to rapidity of movement), of which 
later musicians retained much. He was the instructor of Pindar in 
lyric poetry. It is also very possible that these studies led him to 
attach excessive value to art; for he was guilty of over-refinement in 
the rhythm and the sound of words, as, for example, in his odes written 
without the letver o (dovypoe goat), the hissing sound of which is en- 
tirely avoided as dissonant. 

TimocrEoN THE RHODIAN was a genius of an entirely peculiar cha- 
racter. Powerful both as an athlete and a poet, he transferred the 
pugnuacity of the Palestra to poetry. To the hate which he bore in political 
life to ‘Themistocles, and, on the field of poetry, to Simonides, he owes 
his chief celebrity among the ancients. In an extant fragment || he bit- 
terly reproaches the Athenian statesman forthe arbitrary manner in which 
he settled the affairs of the island, recalling exiles, and banishing others, 
of which Timocreon himself was one of the victims. He attacks his 
enemy with the heavy pompous measure of the Dorian mode, as with the 
shock of a catapulta, though on other occasions he composed in elegiac 
distichs and measures of the AZolic kind ; and it cannot be denied that his 
vituperation receives singular force from the stateliness of the expression, 
and the grandeur of the form, ‘Timocreon seems to have ridiculed and 
parvdied Simonides on account of some tricks of his art, as where 
Simonides expresses the same thought in the same words only trans- 
posed, first in an hexameter, then in a trochaic tetrameter J. ; 

The opposition in which we find Pindar with Simonides and Bac- 
chylides is of a much nobler character. For though the desire to 


* Aristoph. Vesp. 1410. comp. Herod. viii. 6. 

¢ Schol. Aristoph. ubi sup. 

+ The statement of the Parian marble, ep. 46. appears to refer to the cyclic 
choruses. 

§ Plutarch de Mus. 39. The fragment of a hymn by Lasus to Demeter, in 
Athen. xiv. p. 624 E., agrees very well with this account. 

|| Plutarch, Themist. 21. 

 Anthol. Pal. xiii. 30. Concerning this enmity, see also Diog. Laert. il. 46, and 
Suidas in Tizoxgéw». The citation from Simonides and Timocreon in Walz. Rhet. 
Gree. vol, il. p. 10, is probably connected with their quarrel. 
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stand highest in the favour of the Syracusan tyrant, Hiero, and Thero 
of Avrigentum stimulated the jealousy between these two poets, yet the 
real cause lies deeper ; it is to be found in the spirit and teniper of the 
men ; and the contest which necessarily arose out of this diversity, does 
no dishonour to either party. 

The ancient commentators on Pindar refer a considerable number of 
passages to this hostility *: and in general these are in praise of genuine 
wisdom as a gift of nature, a deep rooted power of the mind, and in 
depreciation of acquired knowledge in the comparison; or the poet 
represents genial invention as the highest of qualities, and demands 
novelties even in mythic narratives. Ov the contrary, Simonides and 
Bacchylides thought themselves bound to adhere faithfully to tradition, 
and reproved any attempt to give a new form to the stories of antiquity T. 


CHAPTER XV. 


§ 1, Pindar’s descent; his early training in poetry and music. § 2. Exercise of his 
art; his independent position with respect to the Greek princes and republics, 
§ 3. Kinds of poetry cultivated by him. § 4. His Epinikia ; their origin and objects, 
§ 5. Their two main elements, general remarks, and mythical narrations. § 6. 
Connexion of these two elements; peculiarities of the structure of Pindar’s odes. 
§ 7. Variety of tone in his odes, according to the different musical styles. 


§ 1. Prypar was born in the spring of 522 8. c. (Olymp. 64. 3) ; 
and, according to a probable statement, he died at the age of eighty f. 
He was therefore nearly in the prime of his life at the time when 
Xerxes invaded Greece, and the battles of Thermopyle and Salamis 
were fought. He thus belongs to that period of the Greek nation, 
when its great qualities were first distinctly unfolded ; and when it ex- 
hibited an energy of action. and a spirit of enterprise, never afterwards 
surpassed, together with a love of poetry, art, and philosophy, which 
produced much, and promised to produce more. The modes of 
thought, and style of art, which arose in Athens after the Persian war, 
must have been unknown to him. He was indeed the contemporary 
of Aischylus, and he admired the rapid rise of Athens in the Persian 


* O1. LI. 86. (154). TX. 48 (74). Pyth. 17. 52. (97.) and passim Nem. IIT. 80. (143). 
IV. 37, (60). Isthm. 11. 6.(10). > ee “ 
. + See Plutarch, Num. 4. Fr. 37. Neue, and Clem. Strom. v. p. 687. Pott. Fr. 13. 

eue. 

t For Pindar’s life, see Boeckh’s Pindar, tom. iii. p. 12. To the authorities there 
mentioned, may be added the Introduction of Kustathius to his Commentary on 
Pindar in Kustathii Opuscula, p, 32. ed. Tafel. 1832. (Kustath. Prowm. Comment. 
Pindar, ed. Schneidewin, 1837.) 
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war; calling it “ The Pillar of Greece, brilliant Athens, the worthy 
theme of poets.” But the causes which determined his poetical cha- 
racter are to be sought in an earlier period, and inthe Doric and Aolic 
parts of Greece ; and hence we shall divide Pindar from his contempo- 
rary A’schylus, by placing the former at the close of the early period, 
the latter at the head of the new period of literature. 

Pindar’s native place was Cynocephale, a village in the territory of 
Thebes, the most considerable city of Boeotia. Although in his time 
the voices of Pierian bards, and of epic poets of the Hesiodean school 
had long been mute in Beeotia, yet there was still much love for music 
and poetry, which had taken the prevailing form of lyric and choral 
compositions, That these arts were widely cultivated in Beeotia is 
proved by the fact that two women, Myrtis and Corinna, had attained 
great celebrity in them during the youth of Pindar. Both were com- 
petitors with Pindar in poetry. Myrtis strove with him for a prize at 
public games: and although Corinna said, * It is not meet that the 
clear toned Myrtis, a woman born, should enter the lists with Pindar * :” 
yet she is said (perhaps from jealousy of his growing fame) to have 
often contended against him in the agones, and to have gained the 
victory over him five times+. Pausanias, in his travels, saw at Tanagra, 
the native city of Corinna, a picture in which she was represented as 
binding her head with a fillet of victory which she had gained in a con- 
test with Pindar. He supposes that she was less indebted for this 
victory to the excellence of her poetry than to her Beeotian dialect, 
which was more familiar to the ears of the judges at the games, and to 
her extraordinary beauty. Corinna also assisted the young poet with 
her advice; it is related of her that she recommended him to ornament 
his poems with mythical narrations, but that when he had composed a 
hymn, in the first six verses of which (still extant) almost the whole of the 
Theban mythology was introduced, she smiled and said, “* We should 
sow with the hand, not with the whole sack.” Too little of the poetry 
of Corjnna has been preserved to allow of our forming a safe judgment 
of her style of composition. The extant fragments refer mostly to my- 
thological subjects, particularly to heroines of the Beotian legends ; 
this, and her rivalry with Pindar, show that she must be classed not 
in the Lesbian school of lyric poets, but among the masters of choral 
poetry. 

The family of Pindar seems to have been skilled in music; we learn 
from the ancient biographies of bim that his father, or bis uncle, was a 
flute-player. Flute-playing (as we bave more than once remark ed 


* The following is the passage in Corinna’s dialect: 
wean dt xn Asyolouy Moderid iavyc 
ors Bava pour ” {Ba LLvddgor ror’ to. 
Apollon. de Pronom. p. 924. B. 
+ ABlian, V. H. xiii, 24. 
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was brought from Asia Minor into Greece; its Phrygian origin may 
perhaps be indicated by the fact that Pindar had in his house at Thebes 
a small temple of the Mother of the gods and Pan, the Phrygian 
deities, to whom the first hymns to the flute were supposed to have been 
sung *. The music of the flute had moreover been introduced into 
Beeotia at a very early period; the Copaic lake produced excellent 
reeds for flutes, and the worship of Dionysus, which was supposed to 
have originated at Thebes, required the varied and loud music of the 
flute. Accordingly the Boeotians were early celebrated for their skill 
in flute-playing ; whilst at Athens the music of the flute did not become 
common till after the Persian war, when the desire for novelty in art 
had greatly increased t. 

§ 2. But Pindar very early in his life soared far beyond the sphere 
of a flute-player at festivals, or even a lyric poet of merely local cele- 
brity. He placed himself under the tuition of Lasus of Hermione, a 
distinguished poet, already mentioned, but probably better versed in the 
theory than the practice of poetry and music. Since Pindar made 
these arts the whole business of his life{, and was nothing but a poet 
and a musician, he soon extended the boundaries of his art to the 
whole Greek nation, and composed poems of the choral lyric kind for 
persons in all parts of Greece. At the age of twenty he composed a 
song of victory in honour of a Thessalian youth belonging to the gens 
of the Aleuads§. We find him employed soon afterwards for the Sici- 
lian rulers, Hiero of Syracuse, and Thero of Agrigentum; for Arcesi- 
laus, king of Cyrene, and Amyntas, king of Macedonia, as well as for 
the free cities of Greece. He made no distinction according to the race 
of the persons whom he celebrated: he was honoured and loved by the 
Tonian states, for himself as well as for his art; the Athenians made 
him their public guest (xpdéevoc); and the inhabitants of Ceos em- 
ployed him to compose a processional song (zpocddwyr), although they 
had their own poets, Simonides and Bacchylides. Pindar, however, 
was not a common mercenary poet, always ready to sing the praises of 
him whose bread he ate. He received indeed money and presents for 
his poems, according to the general usage previously introduced by 
Simonides ; yet his poems are the genuine expression of his thoughts 
and feelings. In his praises of virtue and good fortune, the colours 
which he employs are not too vivid; nor does he avoid the darker 
shades of his subject ; he often suggests topics of consolation for past 
and present evil, and sometimes warns and exhorts to avoid future ca- 
lamity. ‘Thus he ventures to speak freely to the powerful Hiero, whose 
many great and noble qualities were alloyed by insatiable cupidity and 


* Marm. Par. ep. 10. + Aristot. Polit. viii, 7. 
{ Like Sappho, he is called «ovcorouds. 
§ Pyth. X. composed in Olymp. 69, 3. B. c. 502, 


LITERATURE OF ANCIENT GREECE, 219 


ambition, which his courtiers well knew how to turn to a bad account. 
Pindar exhorts him to tranquillity and contentedness of mind, to calm 
cheerfulness, and to clemency, saying to him*: ‘ Be as thou knowest 
how to be; the ape in the boy’s story is indeed fair, very fair; but 
Rhadamanthus was happy because he plucked the genuine fruits of 
the mind, and did not take delight in the delusions which follow the 
arts of the whisperer, The venom of calumny is an evil hard to be 
avoided, whether by him who hears or by him who is the object of it; 
for the ways of calumniators are like those of foxes.” Pindar speaks in 
the same free and manly tone to Arcesilaus IV., king of Cyrene, who 
afterwards brought on the ruin of his dynasty by his tyrannical severity, 
and who at that time kept Damophilus, one of the noblest of the Cyre- 
neaus, in unjust banishment. “ Now understand the enigmatic wisdom 
of GEdipus. If any one lops with a sharp axe the branches of a large 
oak, and spoils her stately form, she loses indeed her verdure, but she 
gives proof of her strength, when she is consumed in the winter fire, 
or when, torn from her place iu the forest, she performs the melancholy 
office of a pillar in the palace of a foreign prince t. Thy office is to be 
the physician of the country : Peean honours thee; therefore thou must 
treat with a gentle hand its festering wounds. It is easy for a fool to 
shake the stability of a city; but it is hard to place it again on its 
foundations, unless a god direct the rulers. Gratitude for these good 
deeds is already in store for thee. Deign therefore to bestow all thy 
care upon the wealthy Cyrene }.” 

Thus lofty and dignified was the position which Pindar assumed 
with regard to these princes; and he remained true to the principle 
which he so frequently proclaims, that frankness and sincerity are 
always laudable. But his intercourse with the princes of his time appears 
to have been limited to poetry. We do not find him, like Simonides, 
the daily associate, counsellor, and friend of kings and statesmen; he 
plays no part in the public events of his time, either as a politician or 
a courtier. Neither was his name, like that of Simonides, distinguished 
in the Persian war; partly because his fellow-citizens, the Thebans, 
were, together with half of the Grecian nation, on the Persian side, 
whilst the spirit of independence and victory were with the other half. 
Nevertheless the lofty character of Pindar’s muse rises superior to 
these unfavourable circumstances. Hedid not indeed make the vain 
attempt of gaining over the Thebans to the cause of Greece; but he 
sought to appease the internal dissensions which threatened to destroy 


* Pyth. II.72.(131.) This ode was composed by Pindar at Thebes, but doubt- 
less not till after he had coutracted a personal acquaintance with Hiero. 

+ In this allegory, the oak is the state of Cyrene; the branches are the banished 
nobles ; the winter fire is insurrection ; the foreign palace is a foreign conquering 
power, especially Persia. 


t Pyth. IV. 
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Thebes during the war, by admonishing his fellow citizens to union and 
concord *: and after the war was ended, he openly proclaims, in odes 
intended for the Aginetans and Athenians, his admiration of the 
heroism of the victors. In an ode, composed a few months after the 
surrender of Thebes to the allied army of the Greeks f (the seventh 
Isthmian), his feelings appear to be deeply moved by the misfortunes 
of his native city; but he returns to the cultivation of poetry as the 
Greeks were now delivered from their great peril, and a god had re- 
moved the stone of Tantalus from their beads. He expresses a hope 
that freedom will repair all misfortunes: and he turns with a friendly 
confidence to the city of AZgina, which, according to ancient legends, 
was closely allied with Thebes, and whose good offices with the Pelo- 
ponnesians might perhaps raise once more the humbled head of Beeotia. 

§ 3. Having mentioned nearly all that is known of the events of 
Pindar’s life, and his relations to his contemporaries, we proceed to 
cousider him more closely as a poet, and to examine the character 
and form of his poetical productions. 

The only class of poems which enable us to judge of Pindar’s general 
style are the epinikia or triumphal odes. Pindar, indeed, excelled in 
all the known varieties of choral poetry ; viz. hymns to the gods, peeans 
aud dithyrambs appropriate to the worship of particular divinities, odes 
for processions (rpocddua), songs of maidens (wapGeve:a), mimic dancing 
songs (tropynpara), drinking songs (oxodra), dirges (Opijvor), and en- 
comiastic odes to princes (éyx@pea), which last approached most nearly 
to the epinikia. The poems of Pindar in these various styles were 
nearly as renowned among the ancients as the triumphal odes ; which 
is proved by the numerous quotations of them. Horace too, in enu- 
merating the different styles of Pindar’s poetry, puts the dithyrambs 
first, then the hymns, and afterwards the epinikia and the threnes. 
Nevertheless, there must have been some decided superiority in the 
epinikia, which caused them to be more frequently transcribed in the 
later period of antiquity, and thus rescued them from perishing with 
the rest of the Greek lyric poetry. At any rate, these odes, from the 
vast variety of their subjects and style, and their refined and elaborate 
structure,—some approaching to hymns and peans, others to scolia 
and hyporchemes,—serve to indemnify us for the loss of the other sorts 
of lyric poetry. 

We will now explain, as precisely as possible, the occasion of an epi- 
nikian ode, and the mode of its execution. A victory has been gained 
in a contest at a festival, particularly at one of the four great wames 
most prized by the Greek people }, either by the speed of horses, the 


* Polyb., iv. 31. 5. Fr. incert. 125. ed. Boeckh. 

+ In the winter of Olymp. 75, 2. B. c. 479, 

| Olympia, Pythia, Nemea, Isthona. Some of the epinikia, however, belong to 
other games. kor example, the second Pythian is not a Pythian ode, but probably 
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strength and dexterity of the human body, or by skill in music *. Such 
a victory as this, which shed a lustre not only on the victor himself, 
but on his family, and even on his native city, demanded a solemn ce- 
lebration. This celebration might be performed by the victor’s friends 
upon the spot where the victory was gained ; as, for example, at Olym- 
pia, when in the evening after the termination of the contests, by the 
light of the moon, the whole sanctuary resounded with joyful songs 
after the manner of encomia ft. Or it might be deferred till after the 
victor’s solemn return to his native city, where it was sometimes repeated, 
in following years, in commemoration of his success {. A celebration 
of this kind always had a religious character; it often began with a 
procession to an altar or temple, in the place of the games or in the 
native city ; a sacrifice, followed by a banquet, was then offered at the 
temple, or in the house of the victor; and the whole solemnity con- 
cluded with the merry and boisterous revel called by the Greeks coc. 
At this sacred, and at the same time joyous, solemnity, (a mingled cha- 
racter frequent among the Greeks,) appeared the chorus, trained by the 
poet, or some other skilled person §, for the purpose of reciting the 
triumphal hymn, which was considered the fairest ornament of the fes- 
tival. It was during either the procession or the banquet that the 
hymn was recited ; as it was not properly areligious hymn, which could 
be combined with the sacrifice. The form of the poem must, to a cer- 
tain extent, have been determined by the occasion on which it was to be 
recited. From expressions which occur in several epinikian odes, it is 
probable that all odes consisting of strophes without epodes || were sung 
during a procession to a temple or to the house of the victor; although 
there are others which contain expressions denoting movement, and 
which yet have epodes{. It is possible that the epodes in the latter 
odes may have been sung at certain intervals when the procession was 
belongs to games of Iolaus at Thebes. The ninth Nemean celebrates a victory in 
the Pythia at Sicyon, (not at Delphi ;) the tenth Nemean celebrates a victory in the 
Hecatombea at Argos; the eleventh Nemean is not an epinikion, but was sung at 
the installation of a prytanis at Tenedos. Probably the Nemean odes were placed 
at the end of the collection, after the Isthmian; so that a miscellaneous supplement 
could be appended to them. 

* For example, Pyth. XII., which celebrates the victory of Midas, a flute-player 
of Agrigenium. 

+ Pindar’s words in Olymp. XI. 76. (93), where this usage is transferred to the 
mythical establishment of the Olympia by Hercules. The 4th and 8th Olympian, 
the 6th, and probably also the 7th Pythian, were sung at the place of the games. 

t The 9th Olympian, the 3d Nemean, and the 2nd Isthmian, were produced at a 
memorial celebration of this kind. 

§ Such as Aineas the Stymphalian in Olymp. VI. 88. (150), whom Pindar calls 
“a just messenger, a scytala of the fair-haires Muses, a sweet goblet of loud-sounding 


songs,” because he was to receive the ode from Pindar in person, to carry it to Stym- 
phalus, and there to instruct a chorus in the dancing, music, and text. 
|| Ol. XIV. Pyth. VI. XII. Nem. II. IV. IX. Isthm. VII. ' ' 
q ol. VIII. XIII. The expression rivde xapoy 02a: doubtless means, © Receive this 
band of persons who have combined for a sacrificial meal and feast.” Hence too it 
appears that the band went into the temple. 
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not advancing; for an epode, according to the statements of the an- 
cients, always required that the chorus should be at rest. But by far 
the greater number of the odes of Pindar were sung at the Comus, at 
the jovial termination of the feast : and hence Pindar himself more fre- 
quently names his odes from the Comus than from the victory *. 

§ 4. The occasion of an epinikian ode,—a victory in the sacred 
games,—and its end,—the ennobling of a solemnity connected with the 
worship of the gods,—required that it should be composed in a lofty and 
dignified style. But, on the other hand, the boisterous mirth of the 
feast did not admit the severity of the antique poetical style, like that 
of the hymns and nomes ; it demanded a free and lively expression of 
feeling, in harmony with the occasion of the festival, and suggesting the 
noblest ideas connected with the victor. Pindar, however, gives no 
detailed description of the victory, as this would have been only a re- 
petition of the spectacle which had already been beheld with enthusi- 
asm by the assembled Greeks at Olympia or Pytho; nay, he often 
bestows only a few words on the victory, recording its place and the sort 
of contest in which it was won+. Nevertheless he does not (as many 
writers have supposed) treat the victory as a merely secondary object ; 
which he despatches quickly, in order to pass on to subjects of greater 
interest. The victory, in truth, is always the point upon which the 
whole of the ode turns; only he regards it, not simply as an incident, 
but as connected with the whole life of the victor. Pindar establishes 
this connexion by forming a high conception of the fortunes and cha- 
racter of the victor, aud by representing the victory as the result ot 
them. And as the Greeks were less accustomed to consider a man in 
his individual capacity, than as a member of his state, and his family ; 
so Pindar considers the renown of the victor in connexion with the past 
and present condition of the race and state to which he belongs. Now 
there are two different points from which the poet might view the life 
of the victor ; viz. destiny or merit { ; in other words, he might celebrate 
his good fortune or his skill. In the victory with horses, external ad- 
vantages were the chief consideration ; inasmuch as it required excellent 
horses and an excellent driver, both of which were attainable only by 
the rich, The skill of the victor was more conspicuous in gymnastic 
feats, although even in these, good Inck and the favour of the gode 
might be considered as the main causes of success ; especially as it was 
a favourite opinion of Pindar’s, that all excellence is a gift of nature §. 


> , oe > la . . . . 
* torinapesos Uuvos, tyxausov mwétdos. The grammarians, however, distinguish the 


encomia, as being laudatory poems strictly so called, from the epinikia. 

i} On the other hand, we often find a precise enumeration of all the victories, not 
only of the actual victor, but of bis entire family; this must evidently have been re- 
quired of the poet. 

{ 2ABos arid agery. 

§ 708 Qua xgdérioroy drav, Ol. IX. 100 (151), which ode is a development of this 
general idea. Compure above, ch. xv. near the end. 
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The good fortune or skill of the victor could not however be treated 
abstractedly ; but must be individualized by a description of his peculiar 
lot. This individual colouring might be given by representing the good 
fortune of the victor as a compensation for past ill fortune; or, gene- 
rally, by describing the alternations of fortune in his lot and in that of his 
family *. Another theme for an ode might be, that success in gymnas- 
tic contests was obtained by a family in alternate generations ; that is, 
by the grandfathers and grandsons, but not by the intermediate gene- 
ration t+. If, however, the good fortune of the victor had been inva- 
riable, congratulation at such rare happiness was accompanied with 
moral reflections, especially on the right manner of estimating or en- 
during good fortune, or on the best mode of turning it toaccount. Ac- 
cording to the notions of the Greeks, an extraordinary share of the gifts 
of fortune suggested a dread of the Nemesis which delighted in humbling 
the pride of man; and hence the warning to be prudent, and not to 
strive after further victories {. The admonitions which Pindar addresses 
to Hiero are to cultivate a calm serenity of mind, after the cares and 
toils by which he had founded and extended his empire, and to purity 
and ennoble by poetry a spirit which had been ruffled by unworthy pas- 
sions. Even when the skill of the victor is put in the foreground, Pindar 
in general does not content himself with celebrating this bodily prowess 
alone, but he usually adds some moral virtue which the victor has shown, 
or which he recommends and extols. This virtue is sometimes modera- 
tion, sometimes wisdom, sometimes filial love, sometimes piety to the gods. 
The latter is frequently represented as the main cause of the victory: 
the victor having thereby obtained the protection of the deities who 
preside over gymnastic contests; as Hermes, or the Dioscuri. It is 
evident that, with Pindar, this mode of accounting for success in the 
games was not the mere fiction of a poet ; he sincerely thought that he 
had found the true cause, when he had traced the victory to the favour 
of a god who took an especial interest in the family of the victor, and at 
the same time presided over the games§. Generally, indeed, in extoll- 
ing both the skiil and fortune of the victor, Pindar appears to adhere to 
the truth as faithfully as he declares himself to do; nor is lie ever be- 
trayed into a high flown style of panegyric. A republican dread of in- 
curring the censure of his fellow citizens, as well as an awe of the divine 
Nemesis, induced him to moderate his praises, and to keep in view the 
instability of human fortune and the narrow limits of human strength. 
Thus far the poet seems to wear the character of:a sage who ex- 
pounds to the victor his destiny, by showing him the dependence of his 


* OL II. Also Isthm. III. + Nem. VI. 


t unatrs rdarase Togcioy. 


§ As, e.g. Ol. VI. 77. (130). sqq. Inthe above remarks I have chiefly followed 


Diss n’s Dissertetion De Ratione poetica Carminum Pindaricorum, in his edition of 
Pindar, sect. i. p. x1. 
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exploit upon a higher order of things. Nevertheless, it is not to be 
supposed that the poet placed himself on an eminence remote from 
ordinary life, and that he spoke like a priest to the people, unmoved by 
personal feelings. The Epinikia of Pindar, although they were de- 
livered by a chorus, were, nevertheless, tlhe expression of his individual 
feelings and opinions *, and are full of allusions to his personal relations 
to the victor. Sometimes, indeed, when his relations of this kind were 
peculiarly interesting to him, he made them the main subject of the ode ; 
several of his odes, aud some among the most difficult, are to be explained 
in this manner. In one of his odes +, Pindar justifies the sincerity of 
his poetry against the charges which had been brought against it; and 
represents his muse as a just and impartial dispenser of fame, as well 
among the victors at the games, as among the heroes of antiquity. In 
another {, he reminds the victor that he had predicted the victory to him 
in the public games, and had encouraged him to become a competitor 
for it§; and he extols him for having employed his wealth for so noble 
an object. In another, he excuses himself for having delayed the com- 
position of an ode which he had promised to a wrestler among the 
youths, until the victor had attained his manhood; and, as if to incite 
himself to the fulfilment of his promise, he points out the hallowed 
antiquity of these triumphal hymns, connecting their origin with the 
first establishment of the Olympic games ||. 

§ 5. Whatever might be the theme of one of Pindar’s epinikian odes, 
it would naturally not be developed with the systematic completeness of 
a philosophical treatise. Pindar, however, has undoubtedly much of 
that sententious wisdom which began to show itself among the Greeks 
at the time of the Seven Wise Men, and which formed an important 
element of eleziac and choral lyric poetry before the time of Pindar. 
The apophthegms of Pindar sometimes assume the form of general 
maxims, sometimes of direct admonitions to the victor. At other times, 
when he wishes to impress some principle of morals or prudence upon 
the victor, he gives it in the form of an opinion entertained by himself: 
“ T like not to keep much riches hoarded in an inner room; but I like 
to live well by my possessions, and to procure myself a good name by 
making large gifts to my friends .” 

The other element of Pindar’s poetry, his mythical narratives, occu- 
pies, however, far more space in most of his odes. That these are not 
mere digressions for the sake of ornament has been completely proved 
by modern commentators. At the same time, he would sometimes 


* See above, ch. xiv. § 2. + Nem. VII. 


{ Nem. I. 

§ I refer to this the sentiment in v. 27 (40); “The mind showed itself in the 
counsels of those persons to whom nature has given the power of foreseeing the 
future ;’’ and also the account of the prophecy of Tiresias, when the serpents were 
killed by the young Hercules. 

{| OL, XT. 4 Nem, I. 31 (45). 
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seem to wish it to be believed that he had been carried away by his 
poetical fervour, when he returns to his theme from a long mythical nar- 
ration, or when he annexes a mythical story to a proverbial saying ; as, 
for example, when he subjoins to the figurative expression, “ Neither 
by sea nor by land canst thou find the way to the Hyperboreans,” the his- 
tory of Perseus’ visit to that fabulous people*. But even in such cases 
as these, it will be found, on close examination, that the fable belongs 
to the subject. Indeed, it may be observed generally of those Greek 
writers who aimed at the production of works of art, whether in prose 
or in poetry, thai they often conceal their real purpose; and affect to 
leave in vague uncertainty that which had been composed studiously 
and on a preconceived plan. Thus Plato often seems to allow the 
dialogue to deviate into a wrong course, when this very course was 
required by the plan of the investigation. In other passages, Pindar 
himself remarks that intelligence and reflection are required to discover 
the hidden meaning of his mythical episodes. Thus, after a description 
ot the Islands of the Blessed, and the heroes who dwell there, be says, 
“ | have many swift arrows in my quiver, which speak to the wise, but 
ueed an interpreter for the multitudef.” Again, after the story of Ixiou, 
which he relates in an ode to Hiero, he continues—‘‘ I must, however, 
have a care lest I fall into the biting violence of the evil speakers ; for, 
though distant in time, I have seen tliat the slanderous Archilochus, who 
fed upon loud tongued wrath, passed the greater part of his life in 
difficulties and distresst.”’ It is uot easy to understand in this passage 
what moves the poet to express so much anxiety; until we advert to 
the lessons which the history of Ixion contains for the rapacious Hiero. 
The reference of these mythical narratives to the main theme of the 
ode may be either historical or ideal In the first case, the mythical 
personages alluded to are the heroes at the head of the family or state 
to which the victor belongs, or the founders of the games in which he 
has conquered. Among the many odes of Pindar to victors from 
Egina, there is none in which he does not extol the heroic race of the 
ZEacids. ‘“ It is,’ he says, ‘to me an invariable law, when [ turn 
towards this island, to scatter praise upon you, O Macids, masters of 
golden chariots §.”” In the second case, events of the heroic age are 
described, which resemble the events of the victor’s life, or which con- 
tain lessons and admonitions for him to reflect upon. Thus two 
mythical personages may be introduced, of whom one may typify 
the victor in his praiseworthy, the other in his blameable ac's ; so that 
the one example may serve to deter, the other to encouragel|. In 
general, Pindar contrives to unite both these modes of allusion, by repre 
senting the national or family heroes as allied in character and. spirit to 


* Pyth. X. 29. (46.) ¢ Ol. IL. 83. (150.) 
t Pyth. IT. 54. (99.) § Isthm. V. [VI.] 19. 27.) 
| As Pelops and Tantalus, OL I. ; 
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the victor. Their extraordinary strength and felicity are continned in 
their descendants; the same mixture of good and evil destiny*, and 
even the same faultst, recur in their posterity. It is to be observed 
that, in Pindar’s time, the faith of the Greeks in the connexion of the 
heroes of antiquity with passing events was unshaken, he origin of 
historical events was sought in a remote age ; conquests and settlements 
in barbarian countries were justified by corresponding enterprises of 
heroes ; the Persian war was looked upon as an act of the same great 
drama, of which the expedition of the Argonauts and the Trojan war 
formed the earlier parts. At the same time, the mythical past was 
considered as invested with a splendour and sublimity of which even a 
faint reflection was sufficient to embellish the present. This is the 
cause of the historical and political allusions of the Greek tragedy, par- 
ticularly in Aischylus. Even the history of Herodotus rests on the 
same foundation ; but it is seen most distinctly in the copious mytho- 
logy which Pindar has pressed into the service of his lyric poetry. The 
manner in which mythical subjects were treated by the lyric poets was 
of course different from that in which they had been treated by the epic 
poets. In epic poetry, the mythical narrative is interesting in itself, 
and all parts of it are developed with equal fulness. Jn lyric poetry, it 
serves to exemplify some particular idea, which is usually stated in the 
middle or at the end of the ode ; and those points only of the story are 
brought into relief, which serve to illustrate this idea. Accordingly, 
the longest mythical narrative in Pindar (viz., the description of the 
voyage of the Argonauts, in the Pythian ode to Arcesilaus, king of 
Cyrene, which is continued through twenty-five strophes) falls far 
short of the sustained diffuseness of the epos. Consistently with the 
purpose of the ode, it is intended to set forth the descent of the kings of 
Cyrene from the Argonauts, and the poet only dwells on the relation of 
Jason with Pelias—of the noble exile with the jealous tyrant—because 
it contains a serious admonition to Arcesilaus in his above-mentioned 
relation with Damophilus. 

§ 6. The mixture of apophthegmatic maxims and typical narratives 
would alone render it difficult to follow the thread of Pindar’s meaning ; 
but, in addition to this cause of obscurity, the entire plan of his poetry 
is so intricate, that a modern reader often fails to understand the con- 
nexion of the parts, even where he thinks he has found a clue. Pindar 
begins an ode full of the lofty conception which he has formed of the 
glorious destiny of the victor; and he seems, as it were, carried away 
by the flood of images which this conception pours forth. He does 
not attempt to express directly the general idea, but follows the train of 
thought which it suggests into its details, though without losing sight 
of their reference to the main object. Accordingly, when he has pur- 

* As the fate of the ancient Cadmeans in Theron, Ol. IT. 
+ As the errors (au#2axioi) of the Rhodian heroes in Diagoras, Ol. VII. 
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sued a train of thought, either in an apophthegmatic or mythical form, 
up to a certain point, he breaks ofl, before he has gone far enough to 
make the application to the victor sufficiently clear; he then takes up 
another thread, which is perhaps soon dropped for a fresh one; and at 
the end of the ode he gathers up all these different threads, and weaves 
them together into one web, in which the general idea predominates. 
By reserving the explanation of his allusions until the end, Pindar con- 
trives that his odes should consist of parts which are not complete or 
intelligible in themselves ; and thus the curiosity of the reader is kept 
on the stretch throughout the entire ode. Thus, for example, the ode 
upon the Pythian victory, which was gained by Hiero, as a ciiizen of 
ABtna, a city founded by himself*, proceeds upon a general idea of the 
repose and serenity of mind which Hiero at last enjoys, after a labo- 
rious publie life, and to which Pindar strives to contribute by the 
influence of music and poetry. Full of this idea, Pindar begins by 
describing the effects of music upon the gods in Olympus, how it 
delights, inspires, and soothes them, although it increases the anguish 
of Typhos, the enemy of the gods, who lies bound under ina. Thence, 
by a sudden transition, he passes to the new town of Etna, under the 
mountain of the name; extols the happy auspices under which it was 
founded ; aud lauds Hiero for his great deeds in war, and for the wise 
cons'itution he has given to the new state; to which Pindar wishes 
exemption from foreign enemies and internal discord. Thus far it does 
not appear how the praises of music are connected with the exploits of 
Hiero as a warrior and a statesman. But the connexion becomes 
evident when Pindar addresses to Hiero a series of moral sentences, the 
object of which is to advise him to subdue all unworthy passions, to 
refresh his mind with the contemplation of art, and thus to obtain {rom 
the poets a good name, which will descend to posterity. 

§ 7. The characteristics of Pindar’s poetry, which have been just 
explained, may be discerned in ail his epinikian odes. Their agree- 
ment, howeyer, in this respect is quite consistent with the estraordinary 
variety of style and expression which has been already stated to belong 
to this class of poems. Every epinikian ode of Pindar has its peculiar 
tone, depending upon the course of the ideas and the consequent choice 
of the expressions. The principal differences are connected with tie 
choice of the rhythms, which again is regulated by the musical style. 
According to the last distinction, the epinikia of Pindar are of three 
sorts, Doric, Holic, and Lydian; which can be easily distinguished, 
although each admits of inuumerable varieties. In respect of metre, 
every ode of Pindar has an individual character ; no two odes having 
the same metrical structure. In the Doric ode the same metrical forms 
occur as those which prevailed in the choral lyric poetry of Stesichorus, 
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viz., systems of dactyls and trochaic dipodies*, which most nearly 
approach the stateliness of the hexameter. Accordingly, a serene dig- 
nity pervades these odes ; the mythical narrations are developed with 
greater fulness, and the ideas are limited to the subject, and are free 
from personal feeling; in short, their general character is that of calm- 
ness and elevation. The language is epic, with a slight Doric tinge, 
which adds to its brilliancy and dignity. The rhythms of the MHolic 
odes resemble those of the Lesbian poetry, in which light dactylic, tro- 
chaic, or logacedic metres prevailed; these rhythms, however, when 
applied to choral lyric poetry, were rendered far more various, and thus 
often acquired a character of greater volubility and liveliness. The 
poet’s mind also moves with greater rapidity ; and sometimes he stops 
himself in the midst of narrations which seem to him impious or arro- 
gant t. A larger scope is likewise given to his personal feelings; and in 
the addresses to the victor there is a gayer tone, which at times even 
takes a jocular turnt. The poet introduces his relations to the victor, 
and to his poetical rivals; he extols his own style, and decries that of 
others §. The Holic odes, from the rapidity and variety of their move- 
ment, have a less uniform character than the Doric odes; for example, 
the first Olympic, with its joyous and glowing images, is very different 
from the second, in which a lofty melancholy is expressed, and from the 
ninth, which has an expression of proud and complacent self-reliance. 
The language of the Holic epinikia is also bolder, more difficult in its 
syntax, and marked by rarer dialectical forms. Lastly, there are the 
Lydian odes, the number of which is inconsiderable; their metre is 
mostly trochaic, and of a particularly soft character, agreeing with the 
tone of the poetry. Pindar appears to have preferred the Lydian 
rhythms for odes which were destined to be sung during a procession to 
a temple or at the altar, and in which the favour of the deity was im- 
plored in a humble spirit. 


* The ancient writers on music explain how those trochaic dipodies were reduced 
to an uniform rhythm with the dactylic se:ies, These writers state that the trochaic 
dipody was considered as a rhythmical foot, having the entire first trochee as its 
arsis, the second as its thesis; so that, if the syllables were measured shortly, it 
might be taken as equivalent to a dactyl. j 

+ OL. I. 52. (82.) IX. 35. 

{ Ol. IV. 26. (40.) Pyth. IT. 72. (431.) 

§ Ol. IT, 86. (155.) 1X. 100, (151.) Pyth. IL. 79, (145.) 
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CHAPTER XVI. 


§ 1. Moxal improvement of Greek poetry after Homer especilly evident in the 
notions as to the state of man after death. § 2. Influence of the mysteries and 
of the Orphic doctrines on these notions. § 3. First traces of Orphic ideas in 
Hesiod and other epic poets. § 4. Sacerdotal enthusiasts in the age of the Seven 
Sages; Epimenides, Abaris, Aristeas, and Pherecydes. §5. An Orphic litera- 
ture arises after the destruction of the Pythagorean league, § 6. Subjects of 
the Orphic poetry ; at first cosmogunic, § 7, afterwards pruphetic, in reference to 
Dionysus. 


§ 1. We have now traced the progress of Greek poetry from Homer to 
Pindar, and observed it through its different stages, from the simple 
epic song to the artificial and elaborate form of the choral ode. Fortu- 
nately the works of Homer and Pindar, the two extreme points of this 
long series, have been preserved nearly entire. Of the intermediate 
stages we can only form an imperfect judgment from isolated frag- 
ments and the statements of later writers. 

The interval between Homer and Pindar is an important period in 
the history of Greek civilization. Its advance was so great in this 
time that the latter poet may seem to belong to a different state of the 
human race from the former. In Homer we perceive that infancy of 
the mind which lives entirely in seeing and imagining, whose chief 
enjoyment consists in vivid conceptions of external acts and objects, 
without caring much for causes and effects, and whose moral judgments 
are determined rather by impulses of feeling than by distinctly-con- 
ceived rules of conduct. In Pindar the Greek mind appears far more 
serious and mature. Fondly as he may contemplate the images of 
beauty and splendour which he raises up, and glorious as are the forms 
of ancient heroes and modern athletes which he exhibits, yet the chief 
effort of his genius is to discover a standard of moral government; and 
when he has distinctly conceived it, he applies it to the fair and living 
forms which the fancy of former times had created. There is too much 
truth in Pindar’s poetry, it is too much the expression of his genuine 
feelings, for him to attempt to conceal its difference from the aucient 
st\le, as the later poets did. He says* that the fame of Ulysses has 
become greater through the sweet songs of Homer than from his real 
adventures, because there is something ennobling in the illusions and 
soaring flights of Homer's fancy; and he frequently rejects the narra- 
tives of former poets, particularly when they do not accord with his own 
purer conceptions of the power and moral excellence of the godst. 

But there is nothing in which Pindar differs so widely from Homer 
as in his notions respecting the state of man afler death. Accordin x 


* Nem, vil. 20 (29), 
+ See, for example, Ol. i. 52 (82); ix, 35 (54), 
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to the description in the Odyssey, all the dead, even the most renowned 
heroes, lead a shadowy existence in the infernal regions (Aides), wihiere, 
like phantoms, they continue the same pursuits as on earth, though 
without will or wnderstanding. On the other hand, Piadar, im his 
sublime ode of consolation to Theron*, says that all misdeeds of this 
world are severely judged in the infernal regions, but that a happy 
life in eternal sunshine, without care for subsistence, is the portion 
of the good; “ while those who, through a threefold existence in the 
upper and lower worlds, have kept their souls pure from all sin, 
ascend the path of Zeus to the citadel of Cronust, where the Islands 
of the Blessed are refreshed by the breezes of Ocean, and golden flowers 
glitter.” In this passage the Islands of the Blessed are deseribed as a 
reward for the highest virtue, whilst in Homer only a few favourites of 
the gods (Menelaus, for example, because his wife was a daughter of 
Zeus) reach the Elysian Field on the border of the ocean. In his 
threnes, or laments for the dead, Pindar more distinctly developed his 
ideas about immortality, and spoke of the tranquil life of the blessed, 
in perpetual sunshine, among fragrant groves, at festal games and 
sacrifices; and of the torments of the wretched in eternal night. In 
these, too, he explained himself more fully as to the existence alter- 
nating between the upper and lower world, by which lofty spirits rise 
to a still higher state. He says{—‘ Those from whom Persephone 
receives an atonement for their former guilt, their souls she sends, in 
the ninth year, to the sun of heaven. From them spring great kings 
aud men mighty in power and renowned for wisdom, whom posterity 
calis sacred heroes among men $.” 

§ 2. It is manilest that between the periods of Homer and Pindar 
a great change of opinions took place, which could not have been ef- 
fected at once, but must have been produced by the efforts of many 
sages and poets. All the Greek religious poetry treating of death and 
the world beyond the grave refers to the deities whose influence was 
supposed to be exercised in the dark region at the centre of the earth, 
and who were thought to have little connexion with the political and 
social relations of human life. These deities formed a class apart from 
the gods of Olympus, and were comprehended under the name of the 
Chthonian gods|. The mysteries of the Greeks were connected with 
the worship of these gods alone. That the love of immortality first 

* OL ii. 57 (105). 

+ That is, the way which Zeus himself takes when he visits his dethroned father 
Cronus (now reconciled with him, aud become the ruler of the departed spirits in 
bliss), in order to advise with him on the destiny of mankind. 

' { Thren. fr. 4, ed. Boeckh. 


§ In order to understand this passage it is to be observed that, according to the 
ancient law, a person who had committed homicide must expiate his offence by an 
exile or even servitude of eight years before his guilt was removed. 

|| Concerning this distinction, the most important in the Greek religious system 
sea ch. u. § 5. . 
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found a support in a belief in these deities appears from the fable of 
Persephone, the daughter of Demeter. Every year, at the time of 
harvest, Persephone was supposed to be carried from the world above 
to the dark dominions of the invisible King of Shadows (‘Aténc), but to 
return every spring, in youthful beauty, to the arms of her mother. It 
was thus that the ancient Greeks described the disappearance and 
return of vegetable life in the alternations of the seasons. The changes 
of nature, however, must have been considered as typifying the changes 
in the lot of man; otherwise Persephone would have been merely a 
symbol of the seed committed to the ground, and would not have be- 
come the queen of the dead. But when the goddess of inanimate 
nature had become the queen of the dead, it was a natural analogy, 
which must haye early suggested itself, that the return of Persephone 
to the world of light also denoted a renovation of life and a new birth 
tomen. Hence the Mysteries of Demeter, and especially those cele- 
brated at Eleusis (which at an early period acquired great renown 
among all the Greeks), inspired the most elevating and animating 
hopes with regard to the condition of the soul after death. “ Happy” 
(says Pindar of these mysteries)* “‘ is he who has beheld them, and de- 
scends beneath the hollow earth; he knows the end, he knows the 
divine origin of life ;’ and this praise is repeated by all the most dis- 
tinguished writers of antiquity who mention the Eleusinian mysteries. 

But neither the Eleusinian nor any other of the established mysteries 
of Greece obtained any influence upon the literature of the nation, since 
the hymns sung and the prayers recited at them were only intended 
for particular parts of the imposing ceremony, and were not imparted 
to the public. On the other hand, there was a society of persons who 
performed the rites of a mystical worship, but were not exclusively 
attached to a particular temple and festival, and who did not confine 
their notions to the initiated, but published them to others, and com- 
mitted them to literary works. These were the followers of Orpheus 
(oi ’Opgixot) ; that is to say, associations of persons, who, under the 
guidance of the ancient mystical poet Orpheus, dedicated themselves 
to the worship of Bacchus, in which they hoped to find satisfaction for 
an ardent longing after the soothing and elevating influences of reli- 
gion. The Dionysus to whose worship these Orphic and Bacchic rites 
were annexedt, was the Chthouian deity, Dionysus Zagreus, closely 
connected with Demeter and Cora, who was the personified expression 
not only.of the most rapturous pleasure, but also of a deep sorrow for 
the miseries of human life. The Orphic legends and poems related in 
great part to this Dionysus, who wus combined, as an infernal deity, 
with Hades; (a doctrine given by the philosopher Heraclitus as the 


* Thren. fr. 8, ed. Boeckh. 
$ Ta Ogpind xursopsva nal Bunyind. Herod. xi. 81, 
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opinion of a particular sect* ;) and upon whom the Orphic theologers 
founded their hopes of the purification and ultimate immortality of the 
soul. But their mode of celebrating this worship was very different 
from the popular rites of Bacchus. ‘The Orphic worshippers of Bac- 
chus did not indulge in unrestrained pleasure and frantie enthusiasm, 
but rather aimed at an ascetic purity of life and mannerst. The fol- 
lowers of Orpheus, when they had tasted the mystic sacrificial feast of 
raw flesh torn from the ox of Dionysus (@pogayia), partook of no other 
animal food. They wore white linen garments, like Oriental and Egyp- 
tian priests, from whom, as Herodotus remarks, much may have been 
borrowed in the ritual of the Orphic worship. 

§ 3. It is difficult to determine the time when the Orphic association 
was formed in Greece, and when hymns and other religious songs were 
first composed in the Orphic spirit. But, if we content ourselves with 
seeking to ascertain the beginning of higher and more hopeful views 
of death than those presented by Homer, we find them in the poetry 
of Hesiod. In Hesiod’s Works and Days, at least, all the heroes are 
described as collected by Zeus in the Islands of the Blessed near the 
ocean ; according indeed to one verse (which, however, is not reeog- 
nised by all critics), they are subject to the dominion of Cronus}. In 
this we may see the marks of a great change in opivion. It became re- 
pugnant to men’s feelings to conceive divine beings, like the gods of 
Olympus and the Titans, in a state of eternal dissension; the former 
selfishly enjoying undisturbed felicity, and the latter abandoned to all 
the horrors of Tartarus. A humaner spirit required a reign of peace 
after the rupture of the divine dynasties. Hence the belief, entertained 
by Pindar, that Zeus had released the Titans from their chains§ ; and 
that Cronus, the god of the golden age, reconciled with his son Zeus, 
still continued to reign, in the islands of the ocean, over the blessed 
of a former generation. In Orphic poems, Zeus calls on Cronus, re- 
leased from his chains, to assist him in laying the foundation of the 
world. ‘There is also, in other epic poets after Homer, a similar ten- 
dency to lofty and tranquillizing notions. Eugammon, the author of 
the Telegoniall, is supposed to have borrowed the part of his poem 
which treated of Thesprotia, from Museus, the poet of the mysteries. 
Thesprotia was a country in which the worship of the gods of death 
was peculiarly cultivated. In the Aleme@onis, which celebrated Ale- 
mon, the son of Amphiaraus, Zagreus was invoked as the highest of 
all the gods{]. The deity meant in this passage was the god of the in- 

* Ap. Clem, Alex. Protr. p. 30, Potter. 

+ On this and other points mentioned in the text see Lobeck Aglaophamus, p. 244, 

} According to v. 169: rnrov aa abaverav roiaw Keavos suBacrreves, (concerning 
this reading see Govttling’s edition ;) which verse is wanting in some manuscripts. 

§ Zebs truce Tiraves. 

\| See above, ch. vi. § 6. 

Q| Worx 2, Zuryerd re bewy wavuntorars medvrwy. Etym. Gud. in v. Zuyests. 
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fernal regions, but in a much more elevated sense than that in which 
Hades is usually employed. Another poem of this period, the Minyas, 
gave an ample description of the infernal regions; the spirit of which 
may be inferred from the fact that this part (which was called by the 
name of “The Descent to Hades”) is attributed, among other authors, 
to Cecrops, an Orphic poet, or even to Orpheus himself*. 

§ 4. At the time when the first philosophers appeared in Greece, 
poems must have existed which diffused, in mythical forms, conceptions 
of the origin of the world and the destiny of the soul, differing from 
those in Homer. The endeavour to attain to a knowledge of divine 
and human things was in Greece slowly and with difficulty evolved 
from the religious notions of a sacerdotal fanaticism; and it was for a 
long period confined to the refining and rationalizing of the traditional 
mythology, before it ventured to explore the paths of independent 
inguiry. In the age of the seven sages several persons appeared, 
who, (being mainly under the influence of the ideas and rites of the 
worship of Apollo,) partly by a pure and holy mode of life, and partly 
by a fanatical temper of mind, surrounded themselves with a sort of 
supernatural halo, which makes it difficult for us to discern their true 
character. Among these persons was Epimenides of Crete, an early 
contemporary of Solon, who was sent for to Athens, in his character of 
expiatory priest, to free it from the curse which had rested upon it 
since the Cylonian massacre (about Olymp. 42. B.C. 612). Epime- 
nides was a man of a sacred and marvellous nature, who was brought 
up by the nymphs, and whose soul quitted his body, as long and as 
often as it pleased ; according to the opinion of Plato and other ancients, 
his mind had a prophetic and inspired sense of divine thingst. An- 
other and more extraordinary individual of this class was Abaris, who, 
about a generation later, appeared in Greece as an expiatory priest, 
with rites of purification and holy songs. In order to give more im- 
portance to his mission, he called him-elf a Hyperborean ; that is, one 
of the nation which Apollo most loved, and in which he manifested 
himself in person ; and, as a proof of his origin, he carried with him an 
arrow which Apollo had given him in the country of the Hyperboreansf. 
Together with Abaris may be mentioned Aristeas of Proconnesus, on 
the Propontis ; who took the opposite direction, and, inspired by Apollo, 


* Hts ADou xarcbuoss. 

+ Whether the oracles, expiatory verses, and poems (as the origin of the Curetes 
and Corybantes) attributed to him are his genuine productions cannot now be deter- 
mined. Damascius, De Princip. p. 383, ascribes to him (after Kudemus) a cosmo- 
gony, in which the mundane egg plays an important part, as in the Orphic cos- 
moyonies. ; 

t This is the ancient form of the story in Herod. iv. 36, the orator Lycurgus, &c. 
According to the later version, which is derived from Heraclides Ponticus, Abaris 
was himself carried by the marvellous arrow through the air round the world. Some 
expiatory verses and oracles were likewise ascribed to Abaris; also an.epic poem, 
called “the Arrival of Apollo among the Hyperboreans.” 
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travelled to the far north, in search of the Hyperboreans. He de- 
scribed this marvellous journey in a poem, called Arimaspea, which 
was read by Herodotus, and Greeks of still later date. It consisted of 
ethuographical accounts and stories about the northern nations, mixed 
with notions belonging to the worship of Apollo. In this poem, how- 
ever, Aristeas so far checked his imagination, that he only represented 
himself to have penetrated northwards from the Scythians as far as the 
Issedones ; and he gave as mere reports the marvellous tales of the one- 
eyed Arimaspians, of the griffins which guarded the gold, and of the 
happy Hyperboreans beyond the northern mountains. Aristeas be- 
came quite a marvellous personage: he is said to have accompanied 
Apollo, at the founding of Metapontum, in the form of a raven, and to 
have appeared centuries afterwards, (viz. when he really lived, about 
the time of Pythagoras,) in the same city of Magna Gracia. 

Pherecydes, of the island of Syros, one of the heads of the Ionie 
school, belongs to this class of the sacerdotal sages, inasmuch as he 
gave a mythical form to his notions about the nature of things and their 
internal principles. There are extant some fragments of a theogony 
composed by him, which bear a strange character, and have a much 
closer resemblance to the Orphic poems than to those of Hesiod*. 
They show that by this time the character of the theogonic poetry had 
been changed, and that Orphic ideas were in vogue. 

§ 5. No name of any literary production of an Orphic poet before 
Pherecydes is known ; probably because the hymns and religious songs 
composed by the Orphic poets of that time were destined only for 
their mystical assemblies, and were indissolubly connected with the 
rites performed at them. An extensive Orphic literature first appeared 
about the time of the Persian war, when the remains of the Pytha- 
gorean order in Magna Grecia united themselves to the Orphic asso- 
ciations. The philosophy of Pythagoras had in itself no analogy with 
the spirit of the Orphic mysteries ; nor did the life, edueation, and 
manners of the followers of Orpheus at all resemble those of the 
Pythagorean league in lower Italy. Among the Orphic theologers, 
the worship of Dionysus was the centre of all religious ideas, and the 
starting point of all speculations upon the world and human nature. 
The worship of Dionysus, however, appears not to have been held in 
honour in the cities of the Pythagorean league; these philosophers 
preferred the worship of Apollo and the Muses, which best suited the 
spirit of their social and political institutions. This junction was 
evidently not formed till after the dissolution of the Pythagorean 
league in Magna Grecia, and the sanguinary persecution of its 


* Sturz de Pherecyde p. 40. sqq. The mixture of divine beings (¢soxgucia), the 
god Ophioneus, the unity of Zeus and ‘Eros, and several other things in the Theo- 
gony of Pherecydes also occur in Orphic poems. The) Cosmogony of Acusilaus 
(Damascius, p. 313, after Eudemus), in which Aither, Eros, and Metis, areemade 
the children of Erebos and Night. also has an Orphicscolour. See below, § 6. 
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members, by the popular party (about Olymp. 69. 1. B.C. 504). It 
Was natural that many Pythagoreans, having contracted a fondness for 
exclusive associations, should seek a refuge in these Orphic conven- 
ticles, sanctified, as they were, by religion. Several persons, who are 
called Pythagoreans, and who were known as the authors of Orphic 
poems, belong to this period; as Cercops, Brontinus, and Arignote. 
To Cercops was attributed the great poem called the “ Sacred Legends ” 
(tep0t oyor), a complete system of Orphic theology, in twenty-four 
rhapsodies ; probably the work of several persons, as a certain Diog+ 
netus was also called the author of it. Brontinus, likewise a Pytha- 
gorean, was said to be the author of an Orphic poem upon nature 
(gucuxa), and of a poem called “ The Mantle and the Net”’ (rérdoc 
cal cixrvov), Orphic expressions symbolical of the creation. Arignote, 
who is called a pupil, and even a daughter, of Pythagoras, wrote a 
poem called Baechica. Other Orphic poets were Persinus of Miletus, 
Timocles of Syracuse, Zopyrus of Heraclea, or Tarentum. 

The Orphic poet of whom we know the most is Onomacritus, who, 
however, was not connected with the Pythagoreans, having lived with 
Pisistratus and the Pisistratids, and been held in high estimation by 
them, before the dissolution of the Pythagorean league. He collected 
the oracles of Museus for the Pisistratids; in which work, the poet 
Lasus is said (according to Herodotus) to have detected him in a 
forgery. He also composed songs for Bacchic initiations ; in which 
he connected the Titans with the mythology of Dionysus, by de- 
scribing them as the intended murderers of the young god* ; which 
shows how far the Orphic mythology departed from the theogony of 
Hesiod. In the time of Plato, a considerable number of poems, under 
the names of Orpheus and Muszus, had been composed by these per- 
sons, and were recited by rhapsodists at the public games, like the 
epics of Homer and Hesiod +. The Orpheotelests, likewise, an obscure 
set of mystagogues derived from the Orphic associations, used to come 
before the doors of the rich, and promise to release them from their 
own sins, and those of their forefathers, by sacrifices and expiatory 
songs; and they produced at this ceremony a heap of books of Orpheus 
and Muséus, upon which they founded their promises f. 

§ 6. In treafing of the subjects of this early Orphic poetry, we may 
remark, first, that there is much difficulty in distinguishing it from 
Orphic productions of the decline of paganism ; and, secondly, that a 
detailed explanation of it would involve us in the mazes of ancient 
mythology and religion. We will, therefore, only mention the prin- 
cipal contents of these compositions ; which will suffice to give an idea 
of their spirit and character. We shall take them chiefly from the 
Orphic cosmogony, which later writers designate as the common one 

* This is the meaning of the important passage of Pausan, viii, 37. 3, 
¢ Plato, Ion. p. 536 B. t Plato, Rep. u. p. 364. 
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(jj cvvhOnc),—for there were others still more wild and extravagant,— 
and which probably formed a part of the long poetical collection of 
“‘ Sacred Legends,” which has been already mentioned. 

We see, at the very outset of the Orphic theogony, an attempt to 
refine upon the theogony of Hesiod, and to arrive at higher abstrac- 
tions than his chaos. The Orphic theogony placed Chronos, Time, at 
the head of all things, and conferred upon it life and creative power. 
Chronos was then described as spontaneously producing chaos and 
ether, and forming from chaos, within the ether, a mundane egg, of 
brilliant white. The mundane egg is a notiou which the Orphic poets 
had in common with many Oriental systems; traces of it also occur in 
ancient Greek legends, as in that of the Dioscuri; but the Orphic poets 
first developed it among the Greeks. The whole essence of the world 
was supposed to be contained in this egg, and to grow from it, like the 
life of a bird. The mundane egg, which included the matter of chavs, 
was impregnated by the winds, that is, by the ether in motion; and 
thence arose the golden-winged Eros*. Tue notion of Erus, as a 
cosmogouic being, is carried much further by the Orphic poets than by 
Hesiod. They also called him Metis, the mind of the world. The 
name of Phanes first became common in Orphic poetry of a later date. 
The Orphic poets conceived this Eros-Phanes as a pant.eistic being ; 
the parts of the world forming, as it were, the limbs of his body, and 
being thus united into an organic whole. The heaven was his head, 
the earth his foot, the sun and moon his eyes, the rising and setting 
of the heavenly bodies his horns. An Orphic poet addresses Phanes 
in the following poetical language: “‘ Thy tears are the hapless race 
of men; by thy laugh thou hast raised up the sacred race of the 
gods.” Eros then gives birth to a long series of gods, similar to that 
in Hesiod. By his daughter, Night, he produces Heaven and Earth; 
these then bring forth the Titans, among whom Cronus and Rhea 
become the parents of Zeus. The Orphic poets, as well as Hesiod, 
made Zeus the supreme god at this period of the world. He was, 
therefore, supposed to supplant Eros-Phanes, and to unite this being 
with himself. Hence arose the fable of Zeus haying swallowed 
Phanes ; which is evidently taken from the story in Hesiod, that Zeus 
swallowed Metis, the goddess of wisdom. Hesiod, however, merely 
meant to imply that Zeus knows all things that concern our weal or 
woe; while the Orphic poets go further, and endow their Zeus with 
the amma mundi. Accordingly, they represent Zeus as now being the 
first and last; the beginning, middle, and end; man and woman; 
and, in fine, everything. Nevertheless, the universe was conceived to 


* This feature is also in the burlesque Orphic cosmogony in Aristoph. Av. 694; 
according to which the Orphie verse in Schol. Apoll. Rhod. iii, 26 should be thus 
understood ; 

Avrae towne eevee (not Kesves) xa) avetwara gravee (in the nominative case) 
irtxvaosy, 
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stand in different relations to Zeus and to Eros. The Orphic poets also 
described Zeus as uniting the jarring elements into one harmonious 
structure ; and thus restoring, by his wisdom, the unity which existed 
in Phanes, but which had afterwards been destroyed, and replaced by 
confusion and strife. Here we meet with the idea of a creation, which 
was quite unknown to the most ancient Greek poets. While the 
Greeks of the time of Homer and Hesiod considered the world as an 
organic being, which was constantly growing into a state of greater 
perfection ; the Orphic poets conceived the world as having been formed 
by the Deity out of pre-existing matter, and upon a predetermined plan. 
Hence, in describing creation, they usually employed the image of a 
“* crater,” in which the different elements were supposed to be mixed 
in certain proportions; and also of a “ peplos,” or garment, in which 
the different threads are united into one web. Hence “ Crater,’’ and 
** Peplos,” occur as the titles of Orphic poems. 

§ 7. Another great difference between the notions of the Orphic 
poets and those of the early Greeks concerning the order of the world 
was, that the former did not limit their views to the present state of 
mankind ; still less did they acquiesce in Hesiod’s melancholy doctrine 
of successive ages, each one worse than the preceding ; but they looked 
for a cessation of strife, a holy peace, a state of the highest happiness 
and beatitude of souls at the end of all things. Their firm hopes of 
this result were founded upon Dionysus, from the worship of whom 
all their peculiar religious ideas were derived. According to them, 
Dionysus-Zagreus was a son of Zeus, whom he had begotten, in the 
form of a dragon, upon his daughter Cora-Persephone, before she was 
carried off to the kingdom of shadows. The young god was supposed 
to pass through great perils. This was always an essential part of the 
mythology of Dionysus, especially as it was related in the neighbour- 
hood of Delphi; but it was converted by the Orphie poets, and espe- 
cially by Onomacritus, into the marvellous legend which is pre erved 
by later writers. According to this legend, Zeus destined Dionysus 
for king, set him upon the throne of heaven, and gave him Apollo and 
the Curetes to protect him. But the Titans, instigated by the jealous 
Here, attacked him by surprise, having disguised themselves under a 
coating of plaster (a rite of the Bacchic festivals), while Dionysus, 
whose attention was engaged with various playthings, particularly a 
splendid mirror, did not perccive their approach. After a long and 
fearful conflict the Titans overcame Dionysus, and tore him into seven 
pieces*, one piece for each of themselves. Pallas, however, succeeded 
in saving his palpitating heartt, which was swallowed by Zeus in a 
drink. As the ancients considered the heart as the seat of life, Diony- 
sus was again contained in Zeus, and again begotten by him. Zeus 


* The Orphic poets added Phorcys and Dione to the Titans and Titanides of Hesiod. 
+ Keadiny rardroutvny, an etymoloyical fable. 
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at the same time avenges the slaughter of his son by striking and con- 
suming the Titans with his thunderbolts. From their ashes, according 
to this Orphic legend, proceeded the race of men. This Dionysus, torn 
in pieces and born again, is destined to succeed Zeus in the government 
of the world, and to restore the golden age. In the same system Dio- 
uysus was also the god from whom the liberation of souls was expected ; 
for, according to an Orphic notion, more than once alluded to by Plato, 
human souls are punished by being confined in the body, as in a prison. 
The sufferings of the soul in its prison, the steps and transitions by 
which it passes to a higher state of existence, and its gradual purifica- 
tion and enlightenment, were all fully described in these poems ; and 
Dionysus and Cora were represented as the deities who performed the 
task of guiding and purifying the souls of men. 

Thus, in the poetry of the first five centuries of Greek literature, 
especially at the close of this period, we find, instead of the calm enjoy- 
ment of outward nature which characterised the early epic poetry, a 
profound ‘sense of the misery of human life and an ardent longing for 
a condition of greater happiness. This feeling, indeed, was not so 
ex ended as to become common to the whole Greek nation; but it took 
deep root in individual minds, and was connected with more serious 
aud spiritual views of human nature. 

We will now turn our attention to the progress made by the Greeks, 
in the last century of this period, in prose composition. 


CHAPTER XVII. 


§ 1. Opposition of philosophy and poetry among the Greeks ; causes of the intro- 
duction of prose writings. § 2. The Ionians give the main impulse; tendency of 
philosophical speculation among the Ionians. § 3. Retrospect of the theological 
speculations of Pherecydes. § 4. Thales; he combines practical talents with 
bold ideas concerning the nature of things. §5. Anaximander, a writer and 
inquirer on the nature of things. § 6. Anaximenes pursues the physical in- 
quiries of his predecessors. § 7. Heraclitus; profound character of his natural 
philosophy. § 8. Changes introduced by Anaxagoras; new direction of the 
physical speculations of the Ionians. § 9. Diogenes continues the early doctrine. 
Archelaus, an Anaxayorean, carries the Ionic philosophy to Athens. § 10. Doc- 
trines of the Eleatics, founded by Xenophanes; their enthusiastic character is 
expressed in a poetic form, § 11. Parmenides gives a logical form to the doc- 
trines of Xenophaues; plan of his poem. § 12. Further development of the 
Kreatic doctrine by Melissus and Zeno. § 13. Empedocles, akin to Anaxagoras 
and the Kleatics, but conceives lofty ideas of his own. § 14. Italie school; re- 
cvives its impulse from an Jonian, which is modified by the Doric character of 
the inhahitants. Coincidence of its practical tendency with its philosophical 
principle. 


§ 1. As the design of this work is to give a history, not of the philo- 
sophy, but of the literature of Greece, we shall limit ourselves to such a 
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view of the early Greek philosophers as will illustrate the literary pro 

gress of the Greek nation. Philosophy occupies a peculiar province of 
the human mind; and it has its origin in habits of thought which are 
confined to a few. Itis necessary not only to possess these habits of 
thought, but also to be singularly free from the shackles of any parti- 
cular system, in order fully to comprehend the speculations of the an- 
cient Greek philosophers, as preserved in the fragments and accounts 
of their writings. Even if a history of physical and metaphysical spe- 
culation among the early Greek philosophers were likely to interest the 
reader, yet it would be foreign to the object of the present work, which 
is intended to illustrate the intellectual progress and character of the 
entire Greek nation. Philosophy, for some time after its origin in 
Greece, was as far removed from the ordinary thoughts, occupations, 
and amusements of the people, as poetry was intimately connected with 
them. Poetry ennobles and elevates all that is most characteristic of a 
nation; its religion, mythology, political and social institutions, and 
matiners. Philosophy, on the other hand, begins by detaching the 
mind from the opinions and habits in which it has been bred up; from 
the national conceptions of the gods and the universe; and from the 
traditionary maxims of ethics and politics. The philosopher attempts 
as far as possible to think for himself; and hence he is led to disparage 
all that is handed down from antiquity. Hence, too, the Greek philo- 
sophers from the beginning renounced the ornaments of verse ; that is, 
of the vehicle which had previously been used for the expression of 
“every elevated feeling. Philosophical writings were nearly the earliest 
compositions ‘in the unadorned language of common life. It is not 
probable that they would have been composed in this form, if they had 
been intended for recital to a multitude assembled at games and festi- 
vals. It would have required great courage to break in upon the rhyth- 
mical flow of the euphonious hexameter and lyric measures, with a 
discourse uttered in the language of ordinary conversation. ‘The most 
ancient writings of Greek philosophers were however only brief reco:ds 
of their principal doctrines, designed to be imparted to a few persons. 
There was no reason why the form of common speech should not be 
used for these, as it had been long before used for laws, treaties, and 
the like. In fact, prose composition and writing are so intimately con- 
nected, that we may venture to assert that, if writing had become com- 
mon among the Greeks at an earlier period, poetry would not have so 
long retained its ascendancy. We shall indeed find that philosophy, as 
it alvanced, sought the aid of poetry, in order to strike the mind more 
forcibly. And if we had aimed at minute precision in the division of 
our subject, we should have passed from theological to philosophical 
poetry. But it is more convenient to observe, as far as possible, the 
chronological order of the different branches of literature, and the de- 
pendence of one upon another; and we shall therefore classify this plii- 
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losophical poetry with prose compositions, as being a limited and pecu- 
liar deviation from the usual practice with regard to philosophical 
writings. 

§ 2. However the Greek philosophers may have sought after origin- 
ality and independence of thought, they could not avoid being influ- 
enced in their speculations by the peculiar circumstances of their own 
position. Hence the earliest philosophers may be classed according to 
the races and countries to which they belonged; the idea of a schoo. 
(that is, of a transmission of doctrines through an unbroken series of 
teachers and disciples) not being applicable to this period. 

The earliest attempts at philosophical speculation were made by the 
Tonians ; that race of the Greeks, which not only had, in common life, 
shown the greatest desire for new and various kinds of knowledge, but 
had also displayed the most decided taste for scientific researches into 
the phenomena of external nature. From this direction of their in- 
quiries, the Ionic philosophers were called by the ancients, “ physical 
philosophers,” or ‘* physiologers.”” With a boldness characteristic of 
inexperience and ignorance, they began by directing their inquiries to 
the most abstruse subjects; and, unaided by any experiments which 
were not within the reach of a common man, and unacquainted with 
the first elements of mathematics, they endeavoured to determine the 
origin and principle of the existence of all things. If we are tempted 
to smile at the temerity with which these Ionians at once ventured upon 
the solution of the highest problems, we are, on the other hand, asto- 
nished at the sagacity with which many of them conjectured the con- 
nexion of appearances, which they could not fully comprehend without 
a much greater progress in the study of nature. The scope of these 
Tonian speculations proves that they were not founded on @ prior? rea 
sonings, independent of experience. The Greeks were always distin- 
guished by their curiosity, and their powers of delicate observation. 
Yet this gifted nation, even when it had accumulated a large stock of 
knowledge concerning natural objects, seems never to have attempted 
more than the observation of phenomena which presented themselves 
unsought; and never to have made experiments devised by the investi- 
gator, 

§ 3. Before we pass from these general remarks to an account of the 
individual philosophers of the Tonic school, (taking the term in its most 
extended sense,) we must mention a man who is important as forming 
an intermediate link between the sacerdotal enthusiasts, Epimenides, 
Abaris, and others, noticed in the last chapter, and the Ionic physio- 
logers. PHERecypes, a native of the island of Syros, one of the Cyc- 
lades, is the earliest Greek of whose prose writings we possess any 
remains*, and was certainly one of the first who, after the manner of the 


* See chap. 38. § 3. 
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ee eee hae ee 
only so far prose that it has cast off the Fett re ke a 
ont} ‘ a ers of verse, and not because 
it expresses the ideas of the writer in a simple and perspicuous manner. 
His book began thus: “ Zeus and Time (Chronos), and Chthonia ex- 
isted from eternity. Chthonia was called Earth (yi), since Zeus 
endowed her with honour.” Pherecydes next relates how Zeus trans- 
formed himself into Eros, the god of love, wishing to form the world 
from the original materials made by Chronos and Chthonia. “ Zeus 
makes (Pherecydes goes on to say) a large and beautiful garment ; 
upou it he paints Earth and Ogenos (ocean), and the houses of Operon: 
and he spreads the garment over a winged oak.’’+ It is panic. 
without attempting a complete explanation of these images, that the 
ideas and language of Pherecydes closely resembled those of the Orphic 
theologers, and that he ought rather to be classed with them than with 
the Jonic philosophers, 

§ 4. Pherecydes lived in the age of the Seven Sages; one of 
whom, THaies or Mitetus, was the first in the series ‘of the Tonic 
physical philosophers. The Seven Sages, as we have already had 
oceasion to observe, were not solitary thinkers, whose renown for 
wisdom was acquired by speculations unintelligible to the mass of the 
people. Their fame, which extended over all Greece, was founded 
solely on their acts as statesmen, counsellors of the people in public 
affairs, and practical men. This is also true of Thales, whose sagacity 
in affairs of state and public economy appears from many anecdotes. 
In particular, Herodotus relates, that, at the time when the Ionians 
were threatened by the great Persian power of Cyrus, after the fall of 
Croesus, Thales, who was then very old, advised them to establish an 
Tonian capital in the middle of their coast, somewhere near Teos, 
where all the affairs of their race might be debated, and to which all 
the other Ionic cities might stand in the same relation as the Attic 
demi to Athens. At an earlier age, Thales is said to have foretold to 
the Ionians the total eclipse of the sun, which (either in 610 or 603 
B.c.) separated the Medes from the Lydians in the battle which was 
fought by Cyaxares against Halyattes.{ For this purpose, he doubt- 
less employed astronomical formule, which he had obtained, through 
Asia Minor, from the Chaldeans, the fathers of Grecian, and indeed 


* Herod. V. 58. The expression degex’dov buptiga probably gave rise to the fable 
that Pherecydes was flayed as a punishment for his atheism; a charge which was 
made against most of the early philosophers. 

+ See Sturz Commentatio de Pherecyde utroque, in his Pherecydis Fragmenta, 
ed. alt. 1824. The genuineness of the fragments is especially proved by the rare 
ancient Ionic forms, cited from them by the learned grammarians, Apollonius aud 
Herodian, 

t If Thales was (as is stated by Eusebius) born in Olymp, 35.2. b, 0. 639, he 
was then either twenty-nine or thirty-six years old. 

a 
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of all ancient astronomy; for his own knowledge of mathematics 
could not have reached as far as the Pythagorean theorem. He is said 
to have been the first teacher of such problems as that of the equality 
of the angles at the base of an isosceles triangle. In the main, the 
tendency of Thales was practical ; and, where his own knowledge 
was insufficient, he applied the discoveries of nations more advanced 
than his own in natural science. Thus he was the first who advised 
his countrymen, when at sea, not to steer by the Great Bear, which 
forms a considerable circle round the Pole; but to follow the example 
of the Phcenicians (from whom, according to Herodotus, the family 
of Thales was descended), and to take the Lesser Bear for their Polar 
star.* 

Thales was not a poet, nor indeed the author of any written work, 
and, consequently, the accounts of his doctrine rest only upon the 
testimony of his contemporaries and immediate successors; so that it 
would be vain to attempt to construct from them a system of natural 
philosophy according to his notions. It may, however, be collected 
from these traditions that he considered all nature as endowed with 
life: ‘‘ Everything (he said) is full of gods;’’t and he cited, as proofs 
of this opinion, the magnet and amber, on account of their magnetic 
and electric properties. It also appears that he considered water as a 
general principle or cause; { probably because it sometimes assumes a 
vapoury, sometimes a liquid form; and therefore affords a remarkable 
example of a change of outward appearance. This is sufficient to show 
that Thales broke through the common prejudices produced by the 
impressions of the senses; and sought to discover the principle of 
external forms in moving powers which lie beneath the surface of ap- 
pearances. 

§ 5. ANAXIMANDER, also a Milesian, is next after Thales. It seems 
pretty certain that his little work ‘‘upon nature” (ep) @vcewe),—as 
the books of the Ionic physiologers were mostly called,—was written 
in Olymp. 58, 2, B.c. 547, when he was sixty-four years old.§ This 
may be said to be the earliest philosophical work in the Greek language ; 
for we can scarcely give that name to the mysterious revelations of 


* This constellation was hence called Powixn. See Schol, Arat, Phen. 39. Probably 
some traditions of this kind served as the basis, of the vavrixh &rrgoroyia, which was 
attributed to Thales by the ancients, but, according to a more precise account, was the 
work of a later writer, Phocius of Samos, 


} In the passage of Aristotle, de Anima, i. 5. the words révra waren éedv elves, alone 
express the traditional account of the doctrine of Thales; the words éy gaw chy Puxny 
peeuixgas are the gloss of Anistotle. ; 


t Agua, wirle. The expression dex? was first used by Anaximander. 

§ From the statement of Apollodorus, that Anaximander was sixty-four years old 
in Olymp. 58. 2. (Diog. Laert. ii, 2), and of Pliny (N. H. ii. 8.), that the obliquity 
of the ecliptic was discovered in Olymp. 58, it may be inferred that Anaximander 
“ mentioned this year in his work. Who else could, at that time, have registered such 
discoveries ? 
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Pherecydes. It was probably written in a style of extreme concise- 
ness, and in language more befitting poetry than prose, as indeed 
appears from the few extant fragments. The astronomical and 
geographical explanations attributed to Anaximander were probably 
contained in this work. Anaximander possessed a gnomon, or sun- 
dial, which he had doubtless obtained from Babylon ;* and, being at 
Sparta (which was still the focus of Greek civilization), he made ob- 
servations, by which he determined exactly the solstices and equinoxes, 
and calculated the obliquity of the ecliptic + According to Erato- 
sthenes, he was the first who attempted to draw a map; in which his 
object probably was rather to make a mathematical division of the 
whole earth, than to lay down the forms of the different countries com- 
posing it. According to Aristotle, Anaximander thought that there 
were innumerable worlds, which he called gods ; supposing these 
worlds to be beings endowed with an independent power of motion. 
He also thought that existing worlds were always perishing, and that 
new worlds were always springing into being; so that motion was per- 
petual. According to his views, these worlds arose out of the eternal, 
or rather indeterminable, substance, which he called ro dwetpov; he 
arrived at the idea of an original substance, out of which ali things 
arose, and to which all things return, by excluding all attributes and 
limitations. “ All existing things (he says in an extant fragment) 
must, in justice, perish in that in which they had their origin. For 
one thing is always punished by another for its injustice (i. e., its in- 
justice in setting itself in the place of another), according to the order 
of time.” ¢ 

§ 6. Anaxrmenes, another Milesian, according to the general tradi- 
tion of antiquity, followed Anaximander, and must, therefore, have 
flourished not long before the Persian war.§ With him the Tonic 
philosophy began to approach closer to the language of argumentative 
discussion ; his work was composed in the plain simple dialect of the 
Ionians. Anaximenes, in seeking to discover some sensible substance, 
from which outward objects could have been formed, thought that air 
best fulfilled the conditions of his problem ; and he showed much in- 
genuity in collecting instances of the rarefaction and condensation of 
bodies from air. This elementary principle of the Ionians was always 
considered as having an independent power of motion ; and as endowed 


* Herod. II. 109. Concerning Anaximander’s gnomon, see Diog. Laert. II. 1, 
and others. 

+ The obliquity of the ecliptic (that is, the distance of the sun’s course from the 
equator) must have Leen evident to any one who observed it with attention ; but 
Anaximander found the means of measuring it, in a certain manner, with the 
gnomon. 

t Simplicius ad Aristot. Phys. fol. 6. ar 

§ The more precise statements respecting his date are so confused, that it is dif- 
ficult to unravel them, See Clinton in the Philological Museum, vol. 1. p. 91. 
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with certain attributes of the divine essence. ‘ As the soul in us (says 
Anaximenes in an extant fragment),* which is air, holds us together, 
so breath and air surround the whole world.” 

§ 7. A person of far greater importance in the history of Greek phi- 
losophy, and especially of Greek prose, is Hzracuitus or Epuesus. 
The time when he flourished is ascertained to be about the 69th Olym- 
piad, or s.c. 505. He is said to have dedicated his work, which was 
entitled “ Upon Nature” (though titles of this kind were usually not 
added to books till later times), to the native goddess of Ephesus, the 
great Artemis —as if such a destination were alone worthy of it, and 
he did not consider it worth his while to give it to the public. The 
concurrent tradition of antiquity describes Heraclitus as a proud and 
reserved man, who disliked all interchange of ideas with others. He 
thought that the profound cogitations on the nature of things which 
he had made in solitude, were far more yaluable than all the informa- 
tion which he could gain from others. ‘ Much learning (he said) does 
not produce wisdom ; otherwise it would have made Hesiod wise, and 
Pythagoras, and again Xenophanes and Hecatezus.”"t He dealt rather 
in intimations of important truths than in popular expositions of them, 
such as the other Ionians preferred. His language was prose only 
inasmuch as it was free from metrical shackles; but its expressions 
were bolder and its tone more animated than those of many poems. 
The cardinal doctrine of his natural philosophy seems to have been, 
that every thing is in perpetual motion, that nothing has any stable or 
permanent existence, but that everything is assuming a new form or 
perishing. ‘‘ We step (he says, in his symbolical language) into the 
same rivers and we do not step into them” (because in a moment the 
water is changed). ‘‘ We are and are not’’ (because no point in our 
existence remains fixed). | Thus every sensible object appeared to 
him, not as something individual, but only as another form of some- 
thing else. ‘ Fire (he says) lives the death of the earth; air lives 
the death of fire; water lives the death of air; and the earth that of 
water ;'§ by which he meant that individual things were only different 
forms of a universal substance, which mutually destroy each other. In 


* Stobaeus, Eclog., p. 296. 


; a In Diog. Laert. x. 1: rorvwabin voov ob 3udéoxes (better than Qde)- ‘Heiodoy ye 
y > ' TA oe ate es 3 xf 

ay Biduke xa Uvdeyoony, aidis re Bevopdvece vs xa) “Exeraioy. An important passage 
on the first appearance of éearning among the Greeks. _ 


+ hoe ae oe , > 
4 Tlorawois rois cwurvis tu Boivouev re xal ovx tuBuivower, eiuev re xe) odx ciwev, Heraclit. 


Alleg. Hom. ¢. XXIV. p. 84. _ The image of a stream, into which a person cannot 
step twice, as it is always different, was used by Heraclitus in several parts of his 
work, in order to show that all existing things are in a constant state of flux. 
VA ~ ‘ Lem , S? aN ¥ 4 : ‘ 1. 7 ee ~ ‘\ 27 , ~ 
ine ve Med, ig <i asians bitvaroy, Udue Cy civ alors bdvaroy, ya 
Tov Udaros. axim, Tyr. Diss. xxv. p. 260. The expression that one thing lives 
the death of another is frequent in the fragments of Heraclitus, and generally he 
appears often to use certain fixed phrases, 
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like manner he said of men and cods, “ Our life is their death; their 
life is onr death ;”* that is, he thought that men were gods who had 
died, and that gods were men raised to life. 

Seeking in natural phenomena for the principle of this perpetual 
motion, Heraclitus supposed it to be fire, though he probably meant, 
not the fire perceptible by the senses, but a higher and more universal 
agent. For, as we have already seen, he conceived the sensible fire as 
living and dying, like the other elements; but of the igneous principle 
of life he speaks thus: “ The unchanging order of all things was made 
neither by a god nor a man, but it has always been, is, and will be, the 
living fire, which is kindled and extinguished in regular succession.”’+ 
Nevertheless, Heraclitus conceived this continual motion not to be the 
mere work of chance, but to be directed by some power, which he called 
eisappévn, or fate, and which guided “ the way upwards and down- 
wards” (his expression for production and destruction). “ The sun 
(he said) will not overstep its path; if it did, the Erinnyes, the allies 
of justice, would find it out.”t He recognised in motion an eternal 
law, which was main!ained by the supreme powers of the universe. In 
this respect the followers of Heraclitus appear to have departed from 
the wise example of their teacher; for the exaggerated Heracliteans 
(whom Plato in joke calls ot péovrec, “ the runners’) aimed at proving 
a perpetual change and motion in all-things. 

Heraclitus, like nearly all the other philosophers, despised the popular 
religion. ‘Their object was, by arguments derived from their immediate 
experience, to emancipate themselves from all traditional opinions, which 
included not only superstition and prejudices, but also some of the most 
valuable truths. Heraclitus boldly rejected the whole ceremonial of 
the Greek religion. ‘“ They worship images (he said of his country- 
men): just as if any one were to converse with houses.”§ Neverthe- 
less, the opinions of Heraclitus on the important question of the rela- 
tion between mind and body agreed with the popular religion and with 
the prevailing notions of the Greeks. The primitive beings of the 
world were, in the popular creed, both spiritual powers and material 
substances; and Heraclitus conceived the original matter of the world 
to be the source of life. On the other hand, one of the most important 
changes in the history of the human mind was produced by Anaxagoras 
after the time of Heraclitus, inasmuch as he rejected all the popular 


* Zapey viv txeivwy bdvarov, rebyinapey 08 rov exeivwy Biov. Philo. Alleg. leg. p. 60. 
Heracl. Alleg. Hom. c. xxiv. 

+ Kécwoy roy adriy dxdvrwy ore ris bea or avbewarwy imolnosy, arr hy as) xa) torw 
xa toras Kip kelluov karipsvey wireu nui drocpevvimevor erga. Clemens Alex. Strom, 
vy. p. 599. 

t “Haws ods baegBioeras wiry i dt wn, Egivues wiv Alans txrinougas tZevenoovow. Plu- 
tarch, De Exil. c. xi, p. 604. 

§ Ka) aydrunes rovriows Wryovrou, boro sl ris Yomors rsozcnvevorro. Clemens Alex, 
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notions on religion and strick into a new path of speculation on sacred 
things. Similar opinions had indeed been previously entertained in 
the East, and, in particular, the Mosaic conceptions of the Deity and 
the world belong to the same class of religious views. But among the 
Greeks these views (which the Christian religion has made so familiar 
in modern times) were first introduced by Anaxagoras, and were pre- 
sented by him in a philosophical form; and having been, from the 
beginning, much more opposed than the doctrines of former philo- 
sophers to the popular mythological religion, they tended powerfully, 
by their rapid diffusion, to undermine the principles upon which the 
entire worship of the ancient gods rested, and therefore prepared the 
way for the subsequent triumph of Christianity. 

§ 8. Anaxacoras, though he is called a disciple of Anaximenes, fol- 
lowed him at some interval of time; he flourished at a period when not 
only the opinions of the Ionic physical philosophers, but those of tlie 
Pythagoreans and even of the Eleatics, had been diffused in Greece, 
and had produced some influence upon speculation. But since it is 
impossible to arrange together the contemporaneous advances of the 
different schools or series of philosophers, and since Anaxagoras re- 
sembled his Tonic predecessors both in the object of his researches and 
his mode of expounding them, we will finish the series of the Ionic 
philosophers before we proceed to the Eleatics aud Pythagoreans. 

The main events of the life of Anaxagoras are known with tolerable 
certainty from concurrent chronological accounts. He was born at 
Clazomene, in Ionia, in Olymp. 70, 1, B.c. 500, and came to Athens 
in Olymp. 81, 1, pB.c. 456.* There he lived for twenty-five years 
(which is also called thirty in round numbers), till about the beginning 
of the Peloponnesian war. At this time there was a faction in the 
Athenian state whose object it was to shake the power of the great 
statesman Pericles, and to lower his credit with the people; but before 
they ventured to make a direct attack upon him, they began by attacking 
his friends and familiars. Among these was Anaxagoras, at that time 
far advanced in age ; and the freedom of his inquiries into Nature had 
alforded sufficient ground for accusing him of unbelief in the gods 
adored by the people. The discrepancy of the testimony makes it dif- 
ficult to ascertain the result of this accusation; but thus much is cer- 
tain, that in consequence of it Anaxagoras left Athens in Olymp. 87, 2, 
B.c. 431. He died three years afterwards at Lampsacus, in Olymp. 
85, 1, B.c. 428, at the age of seventy-two. 

The treatise on Nature by Anaxagoras (which was written late in his 
life, and therefore at Athens)+ was in the Ionic dialect, and in prose, 


* In the archonship of Callias, who has been confounded with Callias or Callia- 
des, archon in Olymp. 75, 1. This time, in the midst of the terrors of the Persian 
war, was little favourable to the philosophical studies of Anaxagoras. 

+ After Empedocles was known as a philosopher, Aristot. Metaph, i. 3, where 
Yeyx expresses the entire philosophical performances. 
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after the example of Anaximenes. The copious fragments extant * 
exhibit short sentences connected by particles (as, and, but, for) with- 
out long periods. But though his style was loose, his reasoning was 
compact and well arranged. His demonstrations were syathetic, not 
analytic; that is to say, he subjoined the proof to the proposition to be 
proved, instead of arriving at his result by a process of inquiry.t 

The philosophy of Anaxagoras began with his doctrine of atoms, 
which, contrary to the opinion of all his predecessors, he considered as 
limited in number. He was the first to exclude the idea of creation 
from his explanation of nature. “ The Greeks (he said) were mis- 
taken in their doctrine of creation and destruction; for nothing is 
either created or destroyed, but it is only produced from existing things 
by mixture, or it is dissolved by separation. They should therefore 
rather call creation a conjunction, and destruction a dissolution.” It 
is easy to imagiue that Anaxagoras, with this opinion, must have arrived 
at the doctrine of atoms which were unchangeable and imperishable, 
and which were mixed and united in bodies in different ways. But 
since, from the want of chemical knowledge, he was unable to deter- 
mine the component parts of bodies, he supposed that each separate 
body (as bone, flesh, wood, stone) consisted of corresponding particles, 
which are the celebrated éyuocopeépecac of Anaxagoras. Nevertheless, to 
explain the production of one thing from another he was obliged to 
assume that all things contained a portion of all other things, and that 
the particular form of each body depended upon the preponderating 
ingredient. Now, as Anaxagoras maintained the doctrine that bodies 
are mere matter, without any spontaneous power of change, he also 
required a principle of life and motion beyond the material world. This 
he called spirit (vovc), which, he says, is “ the purest and most subtle 
of all things, having the most knowledge and the greatest strength.’’§ 
Spirit does not obey the universal law of the opovopeperar, viz. that of 
mixing with every thing; it exists in animate beings, but not so closely 
combined with the material atoms as these are with each other. This 
spirit gave to all those material atoms, which in the beginning of the 
world lay in disorder, the impulse by which they took the forms of indi- 
vidual things and beings. Anaxagoras considered this impulse as having 
been given by the vove in a circular direction; according to his opinion, 
not only the sun, moon, and stars, but even the air and the ether, are 


* The longest is in Simplicius ad Aristot. Phys. p. 336. Anaxagore Fragmenta 
Illustrata, ab E. Schaubach, Lipsiw, 1827; fragm. 8. 

+ Hence, for example, the passage concerning production quoted lower down was 
not at the beginning, but fullowed the propositions about bueosopetgesent, vous, and motion. 

t Simplicius ad Phys. p. 346, fragm. 22, Schaubach. Concerning the position 
see Panzerbieter de Fragm. Anaxag. Ordine, p. 9, 21. 

§ "Esri ying Aewriruroy re TdT MY KeMear ay Kid ninbagus Tenor, “us yan ys meg Tay~ 
wis whoa Ioxes, nal inves peyioroy, Simplicius, ubi sup. Fragm. 8, Schaub. 
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constantly moving in a circle.* He thought that the power of this 
circular motion kept all these heavenly bodies (which he supposed to 
be masses of stone) in their courses. No doctrine of Anaxagoras gave 
so much offence, or was considered so clear a proof of his atheism, as 
his opinion that the sun, the bountiful god Helios, who shines upon 
both mortals and immortals, was a mass of red-hot iron.t How startling 
must these opinions have appeared at a time when the people were ac- 
customed to consider nature as pervaded by a thousand divine powers ! 
And yet these new doctrines rapidly gained the ascendancy, in spite of 
all the opposition of religion, poetry, and even the laws which were 
intended to protect the ancient customs and opinions. A hundred 
years later Anaxagoras, with his doctrine of vovc, appeared to Aristotle 
a sober inquirer, as compared with the wild speculators who preceded 
him ;¢ although Aristotle was aware that his applications of his doc- 
trines were ‘unsatisfactory and defective. For as Anaxagoras endea- 
voured to explain natural phenomena, and in this endeavour he, like 
other natural philosophers, extended the influence of natural causes to 
its utmost limits, he of course attempted to explain as much as possible 
by his doctrine of circular motion, and to have recourse as rarely as 
possible to the agency of vovc. Indeed, it appears that he only intro- 
duced the Jatter, like a deus ex machina, when all other means of ex- 
planation failed, 

§ 9. Althouch Diogenes or Apottonta (in Crete) is not equal in 
importance, as a philosopher, to his contemporary Anaxagoras, he is 
yet too considerable a writer upon physical subjects to be here passed 
over in silence. Without being either the disciple or the teacher, he 
was a contemporary, of Anaxagoras ; and in the direction of his studies 
he closely followed Anaximenes, expanding the main doctrines of this 
philosopher rather than establishing new principles of his own. He 
began his treatise (which was written in the Ionic dialect) with the 
laudable principle, ‘‘ It appears to me that every one who begius a dis- 
course ought to state the subject with distinctness, and to make the 
style simple and dignified.”§ He then laid down the principle main- 


* The mathematical studies of Anaxagoras appear likewise to have referred 
chiefly to the circve. He attempted a solution of the problem of the quadrature of 
the circle, and, according to Vitruvius, he instituted some inquiries concerning the 
optival arrangement of the stage and theatre, which also depended on properties of 
the circle. 

TF pvdees diéerveos. This opinion concerning the substance of the heavenly bodies 
was in great measure founded upon the great meteoric stone which fell at fi. gos 
Potami, on the Hellespont, in Olymp. 78, 1; Anaxagoras and Diogenes of Apol- 
lonia both spoke of this phenomenon. Boeckh Corp. Inscript. Gr. vol. ii. p. 320. 

t Aristot, Met. A. iii. p. 984, ed. Berol.: olov wigev tpdvn wag’ sixn ALyovrus rods 
TW OOTELOV. 

§ Adyou wavros dexopevov doxtes mor vera elves rhy aorcny avauPisBhrnrov raven taba, 
viv D8 Eouenvniny &ardny xa) ofuvny. Diog. Laert. vi. 81, ix. 57. Diogen. Apolloniat. 
Vragm., ed. F, Panzerbieter (Lipsiw, 1830), Fragm. i. 
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tained by all the physical philosophers who preceded Anaxagoras, viz. 
that all things are different forms of the same elementary substance ; 
which principle he proved by saying that otherwise one thing could 
not proceed out of another and be nourished by it. Diogenes, like 
Anaximenes, supposed this elementary substance to be air, and, as he 
conceived it endowed with animation, he found proofs of his doctrine 
not only in natural phenomena, but also in the human soul, which, 
according to the popular notions of the ancient Greeks, was breath 
(vv), and therefore azr. In his explanations of natural appearances 
Diogenes went into great detail, especially with regard to the structure 
of the human body; and he exhibited not only acquirements which 
are very respectable for his time, but also a spirit of inquiry aud dis- 
cussion, and a habit of analytical investigation, which are not to be 
found even in Anaxagoras. The language of Diogenes also shows 
an attempt at a closer connexion of ideas by means of periodic sen- 
tences, although the difficulty of taking a general philosophical view 
is very apparent in his style.* 

Diogenes, like Anaxagoras, lived at Athens, and is said to have 
been exposed to similar dangers. A third Tonic physical philosopher 
of this time, Archelaus of Miletus, who followed the manner of Anaxa- 
goras, is chiefly important from having established himself permanently 
at Athens. It is evident that these men were not drawn to Athens by 
any prospect of benefit to their philosophical pursuits; for the Athe- 
nians at this time showed a disinclination to such studies, which they 
ridiculed under the name of meteorosophy, and even made the subject 
of persecution. It was undoubtedly the power which Athens had ac- 
quired as the head of the confederates against Persia, and the oppres- 
sion of the states of Asia Minor, which drove these philosophers from 
Clazomene and Miletus to the independent, wealthy, and flourishing 
Athens. And thus these political events contributed to transfer to 
Athens the last efforts of Ionic philosophy, which the Athenians at first 
rejected as foreign to their modes of thinking, but which they after- 
wards understood and appreciated, and used as a foundation for mor: 
extensive and accurate investigations of their own. 

§ 10. But before Athens had reached this pre-eminence in philo- 
sophy, the spirit of speculation was awakened in other parts of Greece, 
aud had struck into new paths of inquiry. The Eleatics afford a re- 
markable instance of independent philosophical research at this period ; 
for, although Ionians by descent, they departed very widely from their 
countrymen on the coast of Asia Minor. Elea, (afterwards Velia, ac- 
cording to the oman pronunciation,) was a colony founded in Italy 
by the Phoceans, when, from a noble love of freedom, they had deli- 


* Especially in the fragment in Simplicius ad Aristot. Phys. p. 32.6; Fragm, il. 
ed. Panzerbieter. 
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vered up their country in Asia Minor to the Persians, and had been 
forced by the enmity of the Etruscans and Carthaginians to abandon 
their first settlement in Corsica ; which happened about the 61st Olym- 
piad, B. c. 536. It is probable that XENoPHANEs, a native of Colophon, 
was concerned in the colonizing of Elea; he wrote an epic poem of two 
thousand verses upon this settlement, as he had sung the foundation of 
Colophon; he has been before mentioned as an elegiac poet.* It 
appears that poetry was the main employment of his earlier years, and 
that he did not attach himself to philosophy until he had settled at 
Elea: for there is no trace of the influence of his Ionic countrymen in 
his philosophy ; and again his philosophy was established only in Elea, 
and never gained a footing among the Jonians in Asia Minor. All the 
chronological statements are consistent with the supposition that he 
flourished in Elea as a philosopher between the 65th and 70th Olym- 
piads.t But, even as a philosopher, Xenophanes retained the poetic 
form of composition ; his work upon nature was written in epic language 
and metre, and he himself recited it at public festivals after the manner 
of a rhapsodist.t This deviation from the practice of the Ionic phy- 
sical philosophers, (of whom, at least, Anaximander and Anaximenes 
must have been known to him,) can hardly be explained by the fact that 
he had, upon other subjects, accustomed himself to a poetical form. 
Some other and weightier cause must have induced him to deliver his 
thoughts upon the nature of things in a more dignified and pretending 
manner than his predecessors. This cause, doubtless, was the elevation 
and enthusiasm of mind, which were connected with the fundamental 
principles of the Eleatic philosophy. 

Xenophanes, from the first, adopted a different principle from that of 
the Ionic physical philosophers ; for he proceeded upon an ideal system, 
while their system was exclusively founded upon experience. Xeno- 
phanes began with the idea of the godhead, and showed the necessity 
of conceiving it as an eternal and unchanging existence.§ The lofty 
idea of an everlasting and immutable God, who is all spirit and mind,|| 
was described in his poem as the only true knowledge. ‘“ Wherever (he 
says) I might direct my thoughts, they always returned to the one and 


unchanging being ; every thing, however I examined it, resolved itself 
bal Chap. x. § 16. The verse of Xenophanes, UnAixos fire 3 6 Mid0s aDixero, 
Athen. il, p. 54. E., probably refers to the arrival of the army of Cyrus in Ionia, 

+ Especially that Ze mentioned Pythagoras, and that Heraclitus and Epicharmus 
mentioned him. Xenophanes lived at Zancle (Diog. Laert. ix. 18) ; evidently not 
till after it had become Ionian, that is, after Olymp. 70. 4, B.c. 497. He is also 
said to have been alive in the reign of Hiero, Olymp. 75, 3. 8.c. 478, (See Clin- 
ton F, H. ad a. 477.) poaiet. = i 

b abrds togurpadides re twurod. 

§ See priucipally the treatise of Aristotle (or Theophrastus) de Xenophane, Ze- 
none, et Gorgia. 

|| This idea is expressed in the verse : odAos 50%, od acs D3 vost, odA0s 06 o” &xovss See 
Xenophanis Colophonii carminum reliquiw, ed. S. Karsten. Brux. 1830, 
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into the self-same nature.”* How he reconciled these doctrines with 
the evidence of the senses, we are not sufficiently informed ; but he 
does not appear to have worked out the pantheistic doctrine of one God 
comprehending all things with the logical consistency and definiteness 
of ideas which we shall find in his successor. Probably, however, he 
considered all experience and tradition as mere opinion and apparent 
truth. Xenophanes did not hesitate to represent openly the anthropo- 
morphic conceptions of the Greeks concerning their gods as mere pre- 
judices. “If (said he) oxen and lions had hands wherewith to paint 
and execute works as men do, they would paint gods with forms and 
bodies like their own; horses like horses, oxen like oxen.”t Homer 
and Hesiod, the poets who developed and established these anthropo- 
morphic conceptions, were considered by Xerophanes as corruptors of 
genuine religion. “These poets are not contented with ascribing 
human qualities and virtues to the gods, but have attributed to them 
everything which is a shame and reproach among men, as thieving, 
adultery, and deceit.’?{ This is the first decided manifestation of that 
discord which henceforth reigned between poets and philosophers, and, 
as is well known, was still carried on with much vehemence in the time 
of Plato. 

§ 11. Xenophanes was followed by ParMENIpES oF ELEa, who, as we 
know from Plato, was born about Olymp. 66. 2, and passed some time 
at Athens, when he was about 65 years old.§ Itis therefore possible 
that in his youth he may have conversed with Xenophanes, although 
Aristotle mentions with doubt the tradition that he was the disciple of 
the latter philosopher. It is, however, certain that the philosophy of 
Parmenides has much of the spirit of that of Xenophanes, and differs 
from it chiefly in having reached a maturer state. The all-comprehen- 
siveness of the Deity, which appeared to Xenophanes a refuge from 
the difficulties of metaphysical speculation, was demonstrated by Par- 
menides by arguments derived from the idea of existence. This mode 
of deductive reasoning from certain simple fundamental principles 
(analogous to mathematical reasoning) was first employed to a great 
extent by Parmenides. His whole philosophy rests upon the idea of 
existence, which, strictly understood, excludes the ideas of creation and 

* This is the meaning of the passage in Sext. Empir. Hypot. i. 224, 

damn yuo two vooy sigbousus 
els by rubrd re wav wyervero, uy de oy [of ?] aist 
ardvrn avernipevoy piny cis Qiow lorad ouolny. 
The first metaphor is taken from a journey, the second from the balance. 
+ Clem, Alex. Strom. v. p. 601. fragm 6, Karsten. 

t Sext. Empir. ad Mathem. ix. p. 193. fr. 7, Karsten. 

§ Parmenides came, at the age of 65, with Zeno, who was at the age of 40, to 
great Panathenea. (See Plato Parmen. p, 127.) Socrates (born, in ee hes 17. 
3 or 4) was then o@2dgu véos, but yet old enough to take a part in philosophical dis- 


cussions, and therefore probably about the age of 20. Accordingly this philoso- 
phical meeting (unless it be a pure invention of Plato) cannot be placed before 


Olymp. 82. 3; from which date the rest follows. 
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annihilation. For, as he says himself, in some sonorous verses,* “ How 
could that which exists, first will to exist? how could it become what it 
is not? If it becomes what it is not, it no longer exists ; and the same, 
if it begins to exist. Thus all idea of creation is extinguished ; and 
annihilation is incredible.’ Although in this and other passages the 
expression of such abstract ideas in epic metre and language may excite 
surprise, yet there is great harmony between the matter of Parmenides 
and the form in which he has clothed it. His pantheistic doctrine of 
existence, which he pursued into all its logical consequences, and to 
which he sacrificed all the evidence of the senses, appeared to him a 
great and holy revelation. His whole poem on nature was composed 
in this spirit; and he expressed (though in figurative language) his 
genuine sentiments, when he related that “ the coursers which carry 
men as far as thought can reach, accompanied by the virgins of the 
Sun, brought him to the gates of day and night; that here Justice, who 
keeps the key of the gate, took him by the hand, addressed him in a 
friendly manner, and announced to him that he was destined to know 
everything, the fearless spirit of convincing truth, and the opinions of 
mortals in which no sure trust is to be placed, &c.” + And accordingly 
his poem, in pursuance of the subject mentioned in these verses, began 
with the doctrine of pure existence, and then proceeded to an explana- 
tion of the phenomena of external nature. It was given in the form of 
a revelation by the goddess Justice, who was described as passing from 
the first to the second branch of the subject in the following manner: 
“ Here I conclude my sure discourse and thoughts upon truth; hence- 
forward hear human opinions, and listen to the deceitful ornaments of 
my speech.” Here however Parmenides evidently disparages his own 
labours ; for, although in this second part he departed from his funda- 
mental principle, still it is clear, from the fragments which exist, that he 
never lost sight of his object of bringing the opinions founded on ex- 
ternal perceptions, into closer accordance with the knowledge of pure 
intellect. 

§ 12. As compared with this great luminary of philosophical pan- 
theism, his successors (whose youth, at least, falls in the time of which 
we are treating) appear as lesser lights. It will be sufficient for our 
purpose to explain the philosophical character of Me.issus and Zeno. 
The first was a native of Samos, and was distinguished as being the 
general who resolutely defended his city against the Athenians, in the 
war of Olymp. 85. 1. B.c. 440, and even defeated the Athenian fleet, 
in the absence of Pericles. He followed close upon Parmenides, whose 
doctrines he appears to have transferred into Ionic prose; and thus 
gave greater perspicuity and order to the arguments which the former 

* Ap. Simplic. ad Aristot. Phys. f. 31. b. v. 80 sqq. in Brandis Commentationes 
Eleatice. 

+ Sext, Empir, adv. Mathem. vii. 111. Comm, Eleat, y. 1 sqq: 
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had veiled in poetic forms.* The other, Zeno of Elea, a friend and 
disciple of Parmenides, also developed the doctrines of Parmenides in a 
prose work, in which his chief object was to justify the disjunction of 
philosophical speculation from the ordinary modes of thought (dd£a). 
‘This he did, by showing the absurdities involved in the doctrines of 
variety, of motion, and of creation, opposed to that of an alJ-compre- 
hending substance. Yet the sophisms seriously advanced by him show 
how easily the mind is caught in its own snares, when it mistakes its 
own abstractions for realities;+ and it only depended upon these 
Eleatics to argue with the same subtlety against the doctrine of ex- 
istence and unity, in order to make it appear equally absurd with those 
which they strove to confute. 

§ 13. Before we turn from the Eleatics to those other philosophers of 
Italy, to whom the name of Italic has been appropriated, we must 
notice a Sicilian, who is so peculiar both in his personal qualities and 
his philosophical doctrines, that he cannot be classed with any sect, 
although his opinions were influenced by those of the Tonians, the 
Eleatics, and the Pythagoreans. LXMPEDocLEs oF AGRIGENTUM does 
not belong to so early a period as might be inferred from the accounts 
of his character and actions, which represent him as akin to Epimenides 
or Abaris. It is known that this Empedocles, the son of Meton.{ 
flourished about the eighty-fourth Olympiad, B.c. 444, when he was 
concerned in the colony of Thurii, which was established by nearly all _ 
the Hellenic races, with unanimous enthusiasm and great hopes of 
success, upon the site of the ruined Sybaris. Aristotle considers him 
as a contemporary of Anaxagoras, but as having preceded him in the 
publication of his writings. _Empedocles was held in high honour by 
his countrymen of Agrigentum, and also apparently by the other Doric 
states of Sicily. He reformed the constitution of his native city, by 
abolishing the oligarchical council of the Thousand ; which measure 
gave such general satisfaction, that the people are said to have offered 
him the regal authority. The fame of Empedocles was, however, 


* In order to give an example of his manner, we translate a fragment of 
Melissus in Simplic. ad Phys. f. 22 b. “ If nothing exists, what cau be precicated of 
it as of something existing? But if something exists, it is either produced or 
eternal. If it is produced, it is produced either from something which exists, or 
from something which does not exist. But it is impossible that anything should 
be produced from that which does not exist ; for, since nothing which exists is pro- 
duced from that which does not exist, much less can abstract existence (7d araas 
zy) be so produced. In like manner, that which exists cannot be produced from 
that which doves not exist; for in that case it would exist without having been pro- 
duced. That which exists canuot therefore change. It is, therefore, eternal.” 


+ Thus Zeno, in order to disprove the existence of space (which he sought to 
dixprove, for the purpose of disproving the existence of motion), argued as follows: 
« If space exists, it must be in something ; there must, therefore, be a space con- 
taining space” He did not consider that the idea of space is only conceived, in 
order to answer the question, In what? not the question, What? 


t There was an earlier Empedocles, the father of Meton, who gained the prize 
with the race-horse in Olymp. 71, 
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principally acquired by improvements which he made in the physical 
condition of large tracts of country. He destroyed the pestiferous ex- 
halations of the marshes about Selinus, by carrying two small streams 
through the swampy grounds, and thus draining off the water. This 
act is recorded on some beautiful coins of Selinus, which are sti] ex- 
tant.* In other places he blocked up some narrow valleys with large 
constructions, and thus screened a town from the noxious winds which 
blew into it ; by which he earned to himself the title of “ wind averter”” 
(kwArvoavéuac).t It is probable that Empedocles did not conceal his 
consciousness of possessing extraordinary intellectual powers, and of 
rising above the limited capacities of the mass of mankind; so that we 
need not wonder at his having been considered by his countrymen in 
Sicily as a person endowed with supernatural and prophetic gifts. 
Among the sharpsighted and sceptical Ionians, who were always seeking 
to penetrate into the natural causes of appearances, such an opinion 
could scarcely have gained ground at this time. But the Dorians in 
Sicily were as yet accustomed to connect all new events with their 
ancient belief in the gods, and to conceive them in the spirit of their 
religious traditions. 

The poem of Empedocles upon nature also bears the mark of enthu- 
siasm, both in its epic language and the nature of its contents. At the 
beginning of it he said, that fate and the divine will had decreed that, 
if one of the gods should be betrayed into cefiling his hands with blood, 
he should be condemned to wander about for thirty thousand years, far 
removed from the immortals. He then described himself to have been 
exiled from heaven, for having engaged in deadly conflict, and com- 
mitted murder.t As, therefore, since the heroic times of Greece, a 
fugitive murderer required an expiation and purification; so a god 
ejected from heaven, and condemned to appear in the likeness of a 
man, required some purification that might enable him to resume his 
original high estate. This purification was supposed to be in part 
accomplished by the lofty contemplations of the poem, which was 
hence—either wholly or in part—called a song of expiation (ca@appoi). 
According to the idea of the transmigration of sculs, Empedocles sup- 
posed that, since his exile from heaven, he had been a shrub, a fish, 
a bird, a boy, and a girl. For the present, ‘* the powers which conduct 
souls”? had borne him to the dark cavern of the earth ;§ and from 
hence the return to divine honours was open to him, as to seers and 


* Concerning these coins,see Annali dell’ Instituto di corrisp. archeologica, 1835. 
p- 265. 

+ Empedocles Agrigentinus, de vita et philosophia ejus exposuit, carmin reli- 
quias collegit Sturz. Lipsie, 1805, T. 1. p. 49. ; Pa 

{ Frayment ap. Plutarch. de exilio. c. 17, (p. 607.) ap. Sturz. y. 3. sqq- 

§ V. 362. and v. 9. in Sturz (from Diog. Laert. viii. 77. and Porphyr. de antro 
pai c. 8.) ought evidently to be connected in the manner indicated in the 
ext. 
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poets, and other benefactors of mankind. The great doctrine, that Love 
is the power which formed the world, was probably announced to 
him by the Muse whom he invoked, as the secret by the contemplation 
of which he was to emancipate himself from all the baneful effects of 
discord.* 

The physical philosophy of Empedocles has much in common with 
that of the Eleaties; and hence Zeno is said to have commented ou his 
poem, that is, probably, he reduced it to the strict principles of the 
Eleatic schoo]. It has also much in common with the philosophy of 
Anaxagoras; which would itself scarcely have arisen, if the Eleatic 
doctrine of eternal existence had not been already opposed to that of 
Heraclitus concerning the flux of things. Empedocles also denied the 
possibility of creation and destruction, and saw in the processes so 
called nothing more than combination and separation of parts; like the 
Eleatics, he held the doctrine of an eternal and imperishable existence. 
But he considered this existence as having different natures; inasmuch 
as he supposed that there are four elements of things. To these he 
gave mythological names, calling fire the all-penetrating Zeus, air, 
the life-giving Here; earth (as being the gloomy abode of exiled 
spirits), A’doneus ; and water, by a name of his own, Nestis. These 
four elements he supposed to be governed by two principles, one posi- 
tive and one negative, that isto say, connecting, creating love, and 
dissolving, destroying discord. By the working of discord the world 
was disturbed from its original condition, when all things were at rest 
in the form of a globe, “ the divine spherus ;” and a series of changes 
began, from which the existing world gradually arose. Empedocles 
described and explained, with much ingenuity, the beautiful structure 
of the universe, and treated of the nature of the earth’s surface and its 
productions. In these inquiries he appears to have anticipated some 
of the discoveries of modern science. ‘Thus, for example, his doctrine 
that mountains and rocks had been raised by a subterranean fire t is 
an anticipation of the theory of elevation established by recent geolo- 
gists; and his descriptions of the rude and grotesque forms of the 
earliest animals seem almost to show that he was acquainted with the 
fossil remains of extinct races. { 

§ 14. We now turn to that class of ancient philosophers which in 


* This is proved by the passage in Simplic. ad Phys. f, 34. v. 52. sq. Sturz.: 
Kal qirarns ty roi, lon panos re rAaTOS TE. 
Thy ov vow Bignen, pnd tupac noo rebnras, &e. 
In like manner the Muse says to the poet: 
ov oby tae a0’ tAidobns, 
weictar ob wrciov yt Boorein paris deuety. 
v. 331. from Sext. Empir. ady. math, vii. 122. sq. The invocation of the Muse is 
in Sext. Empir. adv. Math. vii, 124, v. 341. sq. 
+ Plutarch de primo frig. c. 19. (p. 953.) 
} See Allian Hist. An. xvi. 29, ap. Sturz,v 1d sq. 
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Greece itself was called the Italic ;* the most obscure region of the 
Greek philosophy, as we have no accounts of individual writings, and 
scarcely even of individual writers, belonging to it. Nevertheless, the 
personal history of PyruaGoras, the most conspicuons name among the 
Italic philosophers, is not so obseure as to compel us to resort to the 
hypothesis of an antehistorical Pythagoras, from whom a sort of Pytha- 
gorean religion, together with the primitive constitution of the Italian 
cities, was derived, and who had been celebrated in very early legends 
as the instructor of Numa and the author of an ancient civilization and 
philosophy in Italy.t+ The Greeks who first make mention of Pytha- 
goras (viz. Heraclitus and Xenophanes) do not speak of him as a 
fabulous person. Heraclitus, in particular, mentions him as a rival 
whose method of seeking wisdom differed from his own. There are, 
moreover, good grounds for believing the general tradition of antiquity, 
that Pythagoras, the son of Mnesarchus, was not a native of the country 
in which he acquired such extraordinary honour, but of the Ionic island 
of Samos, and that he migrated to Italy when Samos fell under the 
tyrannical dominion of Polycrates; which migration is placed, with 
much probability, in Olymp. 62. 4. 8B. c. 529.{ Considering the dif- 
ferent characters and dispositions of the Hellenic races, it was natural 
that philosophy, which seeks to give independence to the mind, and to 
free it from prejudices and traditions, should always receive its first im- 
pulse from Jonians. The notion of gaining wisdom by one’s own 
efforts was exclusively Ionic ; the Dorians laid greater stress on the tra- 
ditions of their fathers, and their hereditary religion and morality, than 
on their own speculations. It is probable that Pythagoras, before he 
left the Lonic Samos, and came to Italy, was not very different from such 
men as Thales and Anaximander. He had doubtless an inquiring 
mind, and habits of careful observation; and he probably combined 
with mathematical studies (which made their first steps among the 
Tonians) a knowledge of natural history and of other subjects, which 
he increased by travelling.§ Thus Heraclitus not only includes him 
among persons of much knowledge,|| but says of him as follows: ‘ Py- 
thagoras, the son of Mnesarchus, has made more inquiries than any 
other man; he has acquired wisdom, knowledge, and mischievous re- 


_ ™ This appellative is an instance of the limited sense of the name Italia, accord- 
ing to which it only comprehends the later Bruttii and Calabria. Otherwise the 
Hleatics couid sot be distinguished from the Italic school. 

} Niebuhr's hypothesis. See his Hist. of Rome, vol. i. p- 165. 244. ed. 2. [p. 158. 
235. Eng. transl. last ed. ] > 

t That the ancient chronologists in Cicero de Re Publ. IT. 15, fixed Ol. 62, 4, as 
the year of the arrival of Pythagoras in Italy, is proved by the context. Ol. 62. ] 
is given as the first year of the reign of Polycrates. Comp. Ch. XIIL. § 11. : 

§ That Pythagoras acquired his wisdom in Egypt cannot be safely inferred from 
Isocrat. Busir. § 30; the Busiris being a mere rhetorical and sophistical exercise, in 
which little regard would be paid to historical truth. 

|| See above, § 7. 
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finement *.”’ But since this Ionic philosopher found himself, on his 
arrival at Croton, among a mixed population of Dorians and Acheeans ; 
and since his adherents in the neighbouring Doric states were con- 
stantly increasing ; it is difficult to say whether the opinions and dispo- 
sitions which he had brought with him from Samos, or the opinions 
and dispositions of the citizens of Croton and the neighbouring cities, 
who received his doctrines, exercised the greater influence upon him. 
Thus much, however, is evident, that speculations upon nature, prompted 
by the mere love of truth, could not be in question; so that the prin- 
cipal efforts of Pythagoras and his adherents were directed to practical 
life, especially to the regulation of political institutions according to ge- 
neral views of the order of human society. There is no doubt that 
Croton, Caulonia, Metapontum, and other cities in Lower Italy, were 
long governed, under the superintendence of Pythagorean societies, 
upon aristocratic principles; and that they enjoyed prosperity at home, 
and were formidable, from their strength, to foreign states. And even 
when, after the destruction of Sybaris by the Crotoniats (Olymp. 67. 3. 
B.c. 510.), dissensions between the nobles and the people concerning 
the division of the territory had led to a furious persecution of the Py- 
thagoreans; yet the times returned when Pythagoreans were again at the 
head of Italian cities ; for instance, Archytas, the contemporary of Socrates 
and Plato, administered the affairs of Tarentum with great renown t. 
It appears that the individual influence of Pythagoras was exercised 
by means of lectures, or of sayings uttered in a compressed and sym- 
bolical form, which he communicated only to his friends, or by means 
of the establishment and direction of the Pythagorean associations 
and their peculiar mode of life. For there is no authentic account 
of a single writing of Pythagoras, and no fragment which appears to be 
genuine. The works which have been attributed to Pythagoras, such 
as “the Sacred Discourse” (iepd¢ Adyoc), are chiefly forgeries of those 
Orphic theologers who imitated the Pythagorean manner, and whose 
relation to the genuine Pythagoreans has been explained in a former 
chapter t. The fundamental doctrines of the Pythagorean philosophy ; 
viz. that the essence of all things rests upon a numerical relation; that 
the world subsists by the harmony, or conformity, of its different ele- 
ments; that swmbers are the principle of all that exists;—all these 


* Tubayogns Mynrdexcov iaroginy noxncey avbgaruy MEMOTt wer ray ene eroicure 
tuvrey copiny, rorupubiny, xaxorexviny. Diog. Laert. VIIL. 6. iroginy according to the 
Ionic meaning of the word, is an inquiry founded upon interrogation. 

+ It appears that there was a second expulsion of the Pythagoreans from Italy 
after the time of Archytas. Lysis, the Pythagorean, seems to have gone, in conse- 

uence of it, to Thebes, where he became the teacher of Kpaminondas. The jokes 
about the Pythagoreans and the Muéayogigovres, with their strange aud singular mode 
of life, are not earlier than the middle and new comedy, that is, than the 100th 
Olympiad ; this sort of philosophers did not previously exist in Greece. Meineke 
Quast. Scen. I. p. 24, See Theocrit. Id, XIV. o 


t Ch. 16. § 5. 
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must have originated with the master of the school. But the scientific 
development of these doctrines, in works composed in the Doric dia- 
lect (as we find them in the extant fragments of Philolaus, who lived 
about the 90th Olympiad, B.c. 420), belongs to a later period. The 
doctrines so developed are, that the essence of things consists, not, ac- 
cording to the ancient Tonians, in an animate substance, nor, according 
to the more recent Ionians, in a union of mind and matter, but in a 
form dependent upon fixed proportions ; and that the regularity of these 
proportions is itself a principle of production. The doctrines in ques- 
tion derived much support from mathematical studies, which were in- 
troduced by Pythagoras into Italy, and, as is well known, were much 
advanced by him, until they were there first made an important part of 
education. The study of music also promoted the Pythagorean opi- 
nions, in two ways ; theoretically, because the effects of the relations of 
numbers were clearly seen in the power of the notes; and practically, 
because singing to the cithara, as used by the Pythagoreans, seemed 
best fitted to produce that mental repose and harmony of soul which 
the Pythagoreans considered the highest object of education. 


CHAPTER XVIII. 


§ 1. High antiquity of history in Asia; causes of its comparative lateness among 
the Greeks. § 2. Origin of history among the Greeks. The Ionians, particularly 
the Milesians, took the lead. § 3. Mythological historians; Cadmus, Acusilaus, 
§ 4. Extensive geographical knowledge of Hecatzus ; his freer treatment of native 
traditions. § 5. Pherecydes; his genealogical arrangement of traditions and 
history. § 6. Charon; his chronicles of general and special history, §7. Hel- 
lanicus; a learned inquirer into mythical and true history. Beginning of chro- 
nological researches. § 8. Xanthus, an acute observer. Dionysius of Miletus, 
the historian of the Persian wars. § 9, General remarks on the composition and 
style of the logographers. 


§ 1. Trisa remarkable fact, that a nation so intellectual and culti- 
vated as the Greeks, should have been so long without feeling the want 
of a correct record of its transactions in war and peace. 

From the earliest times the East had its annals and chronicles. 
That Egypt possessed a history ascending to a very remote antiquity, 
not formed of mythological materials, but based upon accurate chrono- 
logical records, is proved by the extant remains of the work of Mane- 
tho*. ‘The sculptures on buildings, with their explanatory inscriptions, 
afforded a history of the priests aud kings, authenticated by names and 
numbers ; and we have still hopes that this will hereafter be completely 
deciphered. The kingdom of Babylon also possessed a very ancient 


* Manetho, high-priest at Heliopolis im Egypt, wrote under Ptolemy Philadel- 
phus (284 uc.) three books of Aigyptiaca, 
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history of its princes; which Berosus imparted to the Greeks *, as 
Manetho did the Egyptian history. Ahasnerus is described, in the 
book of Esther, as causing the benefactors of his throne to be registered 
in his chronicle +, which was read to him in nights when he could not 
sleep. Similar registers were perhaps kept many centuries earlier 
at the courts of Ecbatana and Babylon. The ancient sculptures of 
central Asia have likewise the same historical character as those of 
Egypt: they record military expeditions, treaties, pacifications of king- 
doms, and the tributes of subject provinces. From the discoveries 
which have been recently made, it may be expected that many more 
sculptures of this description will be found in different parts of the 
ancient kingdom of Assyria. The early concentration of vast masses 
of men in enormous cities; the despotic form of the government; and 
the great influence exercised by the events of the court upon the weal 
and woe of the entire population, directed the attention of millions to 
one point, and imparted a deep and extensive interest to the journal of 
the monarch’s life. Even, however, without these incentives, which 
are peculiar to a despotic form of government, the people of Israel, 
from the early union of its tribes around one sanctuary, and under one 
law, (for the custody of which a numerous priesthood was appointed,) 
recorded and preserved very ancient and venerable historical traditions. 
The difference between these Oriental nations and the Greeks, with 
respect to their care in recording their history, is very great. The 
Greeks evinced a careless and almost infantine indifference about the 
registering of passing events, almost to the time when they became one 
of the great nations of the world, and waged mighty wars with the 
ancient kingdoms of the East. The celebration of a by-gone age, 
which imagination had decked with all its charms, engrossed the atten- 
tion of the Greeks, and prevented it from dwelling on more recent 
events. The division of the nation into numerous small states, and the 
republican form of the governments, prevented a concentration of interest 
on particular events and persons ; the attention to domestic affairs was con- 
fined within a narrow circle, the objects of which changed with every ge- 
neration. Noaction, no event, before the great conflict between Greece 
and Persia, could be compared in interest with those great exploits of 
the mythical age, in which heroes from all parts of Greece were sup- 
posed to have borne a part; certainly none made so pleasing an im- 
pression upon all hearers. The Greeks required that a work read in 
public, and designed for general instruction and entertainment, should 
impart unmixed pleasure to the mind; but, owing to the dissensions 
between the Greek republics, their historical traditions could not but 
offend some, if they flattered others. In short, it was not till a late pe- 


* Berosus of Chaldza wrote under Antiochus Theos (262 8.c.) a work called 
Babylonica or Chaldaica. 


+ Basirimad dipdégus; from which Ctesias derived information, Diod. II. 32. 
s 2 
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riod that the Greeks outgrew their poetical mythology, and considered 
contemporary events as worthy of being thought of and written about. 
From this cause, the history of many transactions prior to the Persian 
war has perished; but, without its influence, Greek literature could 
never have become what it was. Greek poetry, by its purely fictitious 
character, and its freedom from the shackles of particular truth, ac- 
quired that general probability, on account of which Aristotle considers 
poetry as more philosophical than history*. Greek art, likewise, from 
the lateness of the period at which it descended from the ideal repre- 
sentation of gods and heroes to the portraits of real men, acquired a 
nobleness and beauty of form which it could never have otherwise 
attained. And, in fine, the intellectual culture of the Greeks in general 
would not have taken its liberal and elevated turn, if it had not rested 
on a poetical basis. 

§ 2. Writing was probably known in Greece some centuries before 
the time of Cadmus of Miletus+, the earliest Greek historian; but it 
had not been employed for the purpose of preserving any detailed nis- 
torical record. The lists of the Olympic victors, and of the kings of 
Sparta and the prytanes of Corinth, which the Alexandrian critics con- 
sidered sufficiently authentic to serve as the foundation of the early 
Greek chronology; ancient treaties and other contracts, which it was 
important to perpetuate in precise terms ; determinations of boundaries, 
and other records of a like description, formed the first rudiments of a 
documentary history. Yet this was still very remote from a detailed 
chronicle of contemporary events. And even when, towards the end of 
the age of the Seven Sages, some writers of historical narratives in 
prose began to appear among the Tonians and the other Greeks, they 
did not select domestic and recent events. Instead of this, they began 
with accounts of distant times and countries, and gradually narrowed 
their view to a history of the Greeks of recent times. So entirely did 
the ancient Greeks believe that the daily discussion of common life 
and oral tradition were sufficient records of the events of their own 
time and country. 

The Tonians, who throughout this period were the daring innovators 
and indefatigable discoverers in the field of intellect, took the lead in 
history. They were also the first, who, satiated with the childish amuse- 
ment of mythology, began to turn their keen and restless eyes on all 
sides, and to seek new matter for thought and composition. The 
Tonians had a peculiar delight in varied and continuous narration. 
Nor is it to be overlooked, that the first Ionian who is mentioned as a 
historian, was a Miesian, Miletus, the birth-place of the earliest phi- 
losophers ; flourishing by its industry and commerce ; the centre of the 
political movements produced by the spirit of Tonian iadewenderea’ and 
the spot in which the native dialect was first formed into written Greek 


* Aristot, Poet, 9. tT See above, ch. 4. § 5, 
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prose; was evidently fitted to be the cradle of historical composition in 
Greece. If the Milesians had not, together with their neighbours of 
Asia Minor, led a life of too luxurious enjoyment; if they had known 
how to retain the severe manners and manly character of the ancient 
Greeks, in the midst of the refinements and excitements of later times ; 
it is probable that Miletus, and not Athens, would have been the 
teacher of the world. 

§ 3. Capsus or Mitetus is mentioned as the earliest historian, and, 
together with Pherecydes of Syros, as the earliest writer of prose. His 
date cannot be placed much before the 60th Olympiad, 8. c. 540*; he 
wrote a history of the foundation of Miletus (Kriove Midjrev), which 
embraced the whole of Ionia. The subject of this history lay in the 
dim period, from which only a few oral traditions of an historical kind, 
but intimately connected with mythical notions, had been preserved. 
The genuine work of Cadmus seems to have been early lost; the book 
which bore his name in the time of Dionysius (that is, the Augustan 
age) was considered a forgery f. 

The next historian, in order of time, to Cadmus, was AcusILAus 
oF Arcos. Although by descent a Dorian, he wrote his history in 
the Ionic dialect, because the Ionians were the founders of the his- 
torical style: a practice universally followed in Greek literature. Acu- 
silaus confined his attention to the mythical period. His object was. 
to collect into a short and connected narrative all the events from the 
formation of chaos to the end of the Trojan war. It was said of him 
that he translated Hesiod into prose $: an expression which serves to 
characterise his work. He appears, however, to have related many 
legends differently from Hesiod, and in the tone of the Orphic theo- 
logers of his own time §. He seems to have written nothing which can 
properly be called history. 

§ 4. Hecarzus or Mixetus, the Tonian, was of a very different 
character of mind. With regard to his date, we hnow that he was a 
man of great consideration at the time when the lIonians wished to 
attempt a revolt against the Persians under Darius (Olymp. 69. 2. B.c. 
503). At that time he came forward in the council of Aristagoras, 
and dissuaded the undertaking, enumerating the nations which were 
subiect to the Persian king, and all his warlike forces. But if they 
determined to revolt, he advised them to endeavour, above all things, 
to maintain the sea by a large fleet, and for this purpose to take the 


* See Clinton, F. H. Vol. IL. p. 368, sqq. 

+ Concerning Xanthus and all the following historians, see the paper “ On certain 
early Greek historians mentioned by Dionysius of Halicarnassus,’’ in the Museum 
Griticum, Vol. I. p. 80. 216; Vol. II. p. 90. 

t Clem. Alex. Strom. vi. p. 629 A. A 

§ Ch, xvi. § 4, note. For the fragments of Acusilaus see Sturz’s edition of Phe 
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treasures from the temple of Branchid*. This advice proves Hecateus 
to have been,a prudent and sagacious man, who understood the true 
situation of things. Hecateus did not share the prevalent interest about 
the primitive history of his nation, and still less had he the infantine 
and undoubting faith which was exhibited by the Argive Acusilaus, He 
says, in an extant fragment t—‘‘ Thus says Hecatezus the Milesian : 
these things I write, as they seem to me to be true; for the stories of 
the Greeks are manifold and ludicrous, as it appears to me.”” He also 
shows traces of that perverse system of interpretation which seeks to 
transmute the marvels of fable into natural events; as, for example, 
he explained Cerberus as a serpent which inhabited the promontory of 
Tenarum. But his attention was peculiarly directed to passing events 
and the nature of the countries and kingdoms with which Greece began 
to entertain intimate relations. He had travelled much, like Herodotus, 
and had in particular collected much information about Egypt. Hero- 
dotus often corrects his statements; but by so doing he recognises 
Hecateus as the most important of his predecessors. Hecatseus per- 
petuated the results of his geographical and ethnographical researches 
in a work entitled “ Travels round the Earth’’ (Iepiodoc yijc), by which 
a description of the coasts of the Mediterranean Sea and of southern 
Asia as far as India was understood. The author began with Greece, 
proceeding in a book, entitled ‘‘ Europe” to the west, and in another, 
entitled ‘‘ Asia,” to the east {. Hecateus also improved and com- 
pleted the map of the earth sketched by Anaximander §; it must have 
been this map which Aristagoras of Miletus brought to Sparta before 
the Ionian revolt, and upon which he showed the king of Sparta the 
countries, rivers, and principal cities of the East. Besides this work, 
another is ascribed to Hecatzeus, which is sometimes called ‘ His- 
tories,” sometimes ‘‘ Genealogies ;”’ and of which four books are cited. 
Into this work, Hecateus admitted many of the genealogical legends 
of the Greeks; and, notwithstanding his contempt for old fables, he 
laid great stress upon genealogies ascending to the mythological pe- 
riod; thus he made a pedigree for himself, in which his sixteenth an- 
cestor was a god ||. Genealogies would afford opportunities for intro- 
ducing accounts of different periods; and Hecateus certainly narrated 


* Herod. v. 36, who calls him ‘Exaraios § Asyorroids. The times of the birth and 
death of Hecatzus are fixed with less certainty at Olymp. 57. and Olymp. 75. 4. 


+ See Demetr, de Elocut. § 12, Historicorum Grae. Antig. Fragmenta, coll. F. 
Creuzer, p. 15. 


{ Three hundred and thirty-one fragments of this work are collected in i 
Milesii fragmenta ed. R. H. Klausen. "Berolint, 1830. It appears in sa RS 
have received additions since its first publication, as was commonly the case with 
manuals of this kind. Thus Hecateus Er. 27. mentions Capua, which name, ac- 
cording to Livy, was given to Vulturnum in A.U.C. 315 (s.c. 447). 

§ This is certain from Agathemerus I, 1. 

|| Herod. II. 143. 


LITERATURE OF ANCIENT GREECE. 263 


many historical events in this work*, although he did not write a con- 
nected history of the period comprised in it. Hecateus wrote in the 
pure Tonic dialect; his style had great simplicity, and was sometimes 
animated, from the vividness of his descriptions t. 

§ 5. Puerecypes also wrote on genealogies and mythical history, 
but did not extend his labours to geography and ethnography. He 
was born at Leros, a small island near Miletus, and afterwards went to 
Athens; whence he is sometimes called a Lerian, sometimes an Athe- 
nian. He flourished about the time of the Persian war. His writings 
comprehended a great portion of the mythical traditions ; and, in parti- 
cular, he gave a copious account, in a separate work, of the ancient 
times of Athens. He was much consulted by the later mythographers, 
and his numerous fragments must still serve as the basis of many 
mythological inquiries}. By following a genealogical line he was led 
from Philzus, the son of Ajax, down to Miltiades, the founder of the 
sovereignty in the Chersonesus; he thus found an opportunity of de- 
scribing the campaign of Darius against the Scythians; concerning 
which we have a valuable fragment of his history. 

§ 6. Cuaron, a native of Lampsacus, a Milesian colony, also belongs 
to this generation §, althougli he mentioned some events which fell in the 
beginning of the reign of Artaxerxes, Olymp. 78. 4. B.c. 465 ||. Cha- 
ron continued the researches of Hecateus into eastern ethnography. 
He wrote (as was the custom of these ancient historians) separate 
works upon Persia, Libya, Ethiopia, &c. He also subjoined the his- 
tory of his own time, and he preceded Herodotus in narrating the 
events of the Persian war, although Herodotus nowhere mentions 
him. From the fragments of his writings which remain, it is manifest 
that his relation to Herodotus was that of a dry chronicler to a histo- 
rian, under whose hands everything acquires life and character J. 
Charon wrote besides a chronicle ** of his own country, as several of the 
early historians did, who were thence called horographers. Probably 


* As that in Herod. VI. 137. 

+ As in the fragment from Longinus de Sublim. 27. Creuzer. Hist. Ant. fr. 

. 54. 
; t Sturz Pherecydis fragmenta, ed. altera. Lips. 1824. Whether the ten books 
cited by the ancients were published by Pherecydes himself in this order, or whether 
they were not separate short treatises of Pherecydes which had been collected by 
later editors and arranged as parts of one work, seems doubtful and difficult of in- 
vestigation. 

§ Dionysius Halic. de Thucyd. jud, 5. p. 818. Reiske places Charon with Acu- 
silaus, Hecatzus, and others, among the early; Hellanicus, Xanthus, and others, 
among the more recent predecessors of Thucydides. 

I| Plutarch. Themist, 27. 

@ Charon’s fragments are collected in Creuzer, ibid, p. 89, sq. 

*# 5; corresponding to the Latin anna/es, ought not to be confounded with égo, 
termini, limites. See Schweigheuser ad Athen. XI. p, 475 B. XII, 520 D, 
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most of the ancient historians, whose names are enumerated by Diony- 
sius of Halicarnassus, belonged to this class *. 

§ 7, Heiuanicus or MytiLene was almost a contemporary of He- 
rodotus ; we know that at the beginning of the Peloponnesian war he 
was 65 years old +, and still continued to write. The character of 
Hellanicus as a mythographer and historian is essentially different 
from that of the early chroniclers, such as Acusilaus and Pherecydes ; 
he has far more the character of a learned compiler, whose object is, 
not merely to note down events, but to arrange his materials and to 
correct the errors of others. Besides a number of writings upon parti- 
cular legends and local fables, he composed a work entitled “ the 
Priestesses of Here of Argos;” in which the women who had filled 
this priesthood were enumerated up to a very remote period (on no 
better authority than of certain obscure traditions), and various striking 
events of the heroic time were arranged in chronological order, accord- 
ing to this series. Hellanicus could hardly have been the first who 
ventured to make a list of this kind, and to dress it up with chrono- 
logical dates. Before his time the priests and temple-attendants at 
Argos had perhaps employed their idle hours in compiling a series of 
the priestesses of Heré, and in explaining it by monuments supposed 
to be of great antiquity {. The Carneontce of Hellanicus would be of 
more importance for our immediate purpose, as it contained a list of 
the victors in the musical and poetical contests of the Carnea at Sparta 
(from Olymp. 26. B. c. 676) §, and was therefore one of the first at- 
tempts at literary history. The writings of Hellanicus contained a 
vast mass of matter; since, besides the works already mentioned, he 
wrote accounts of Phoenicia, Persia, and Egypt, and also a description 
of a journey to the renowned oracle of Zeus-Ammon in the desert of 
Libya (the genuineness of which last work was however doubted). 
He also descended to the history of his own time, and described some 
of the events between the Persian and Peloponnesian wars, but briefly, 
and without chronological accuracy, according to the reproach of Thu- 
cydides. 

§ 8. Among the contemporaries of Hellanicus was (according to the 
statement of Dionysius) Xanruus, the son of Candaules of Sardis, a 
Lydian, but one who had received a Greek education. His work 


* Eugeon of Samos (above Ch. XI. § 16), Deiochus of Proconnesus, Eudemus of 
Paros, Democles of Phigalia, Amelesagoras of Chalcedon (or Athens). 
{ The learned Pamphila in Gellius N, A. XV. 23. 

_t Instances of similar catalogues of priests (in the concoction of which some 
pious fraud must have been employed) are the genealogy of the Butads, which was 
painted up in the temple of Athene Polias (Pausan. I. 26.6. Plutarch X. Orat. 7.), 
vie arc eae ascended to the ancient hero Butes; and the line of the priests 
of Poseidon at Halicarnassus, which begins with a son of Poseidon hi i 
Boeckh. Corp. Inscript, Gr. No. 2655 2 peitingmen 9 


§ See Ch XIT. § 2. 
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upon Lydia, written in the Tonic dialect, bears, in the few fragments 
which remain, the stamp of high excellence. Some valuable remarks 
upon the nature of the earth’s surface in Asia Minor, which pointed 
partly to voleanic agency, and partly to the extension of the sea; and 
precise accounts of the distinctions between the Lydian races, are cited 
from it by Strabo and Dionysius*. The passages quoted by these 
writers bear unquestionable marks of genuineness; in later times, 
however, some spurious works were attributed to Xanthus. In _parti- 
cular, a work upon magic, which passed current under his name, and 
which treated of*the religion and worship of Zoroaster, was indubi- 
tably a recent forgery. 

A still greater uncertainty prevails with respect to the writings of 
Dionysius or Miterus, inasmuch as the ancient writer of this name 
was confounded by the Greek critics themselves with a much later 
writer on mythology. It is certain that the Dionysius, whom Diodorus 
follows in his account of the Greek heroic age, belongs to the times of 
learning and historical systems; he turns the whole heroic mythology 
into an historical romance, in which great princes, captains, sages, and 
benefactors of mankind take the places of the ancient heroes t. Of the 
works which appear to belong to the ancient Dionysius, viz. the Per- 
sian histories and the events after Darius (probably a continuation of 
the former), nothing precise is known. 

§ 9. To the Greek historians before Herodotus modern scholars have 
given the common name of logographers, which is applied by Thucydides 
to his predecessors. This term, however, had not so limited a meaning 
among the ancients ; as logos signified any discourse in prose. Accord- 
ingly, the Athenians gave the same name to writers of speeches, 2.e. per- 
sous who composed speeches for others, to be used in courts of justice. 
Tt is however convenient to comprehend these ancient Greek chro- 
niclers under a common name, since they had in many respects a 
common character. All were alike animated by a desire of recording, 
for the instruction and entertainment of their contemporaries, the ac- 
counts which they had heard or collected. But they did this, without 
attempting, by ingenuity of arrangement or beauty of style, to produce 
such an impression as had been made by works of poetry. The first 
Greek to whom it occurred that fiction was not necessary for this pur- 
pose, and that a narrative of true facts might be made intensely inte- 
resting, was Herodotus, the Homer of history. 


* The fragments in Creuzer ubi sup. p. 135, sq. 

+ Whetier this Dionysius is the Dionysius of Samos cited by Atheneus, who 
wrote concerning the cyclus, or Dionysius Scytobrachion of Mytilene, has not been 
completely determined. 
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CHAPTER XIX. 


§ 1. Events of the life of Herodotus. § 2. His travels. § 3. Gradual formation of 
his work. § 4. Its plan. § 5. Its leading ideas. § 6. Defects and excellencies 
of his historical researches, § 7. Style of his uarrative; character of his lan- 


guage. 


§ 1. Heroporus, the son of Lyxes, was, according to a statement of 
good authority *, born in Olymp. 74. 1. B.c. 484, in the period be- 
tween the first and second Persian wars. His family was one of the 
most distinguished in the Doric colony of Halicarnassus, and thus be- 
came involved in the civil commotions of the city. Halicariassus was 
at that time governed by the family of Artemisia, the princess who 
fought so bravely for the Persians in the battle of Salamis, that Xerxes 
declared that she was the only man among many women. Lygdamis, 
the son of Pisindelis, and grandson of Artemisia, was hostile to the 
family of Herodotus. He killed Panyasis, who was probably the ma- 
ternal uncle of Herodotus, and who will be mentioned hereafter as one 
of the restorers of epic poetry; and he obliged Herodotus himself to 
take refuge abroad, His flight must have taken place about the 82nd 
Olympiad, B.c. 452. 

Herodotus repaired to Samos, the Ionic island, where probably some 
of his kinsmen resided +. Samos must be looked upon as the second 
home of Herodotus ; in many passages of his work he shows a minute 
acquaintance with this island and its inhabitants, and he seems to take 
a pleasure in incidentally mentioning the part played by it in events o! 
importance. It must have been in Samos that Herodotus imbibed the 
Tonic spirit which pervades his history. Herodotus likewise under- 
took from Samos the liberation of his native city from the yoke of Lyg- 
damis; and he succeeded in the attempt; but the contest between the 
nobles and the commons having placed obstacles in the way of his 
well-intentioned plans, he once more forsook his native city. 

Herodotus passed the latter years of his life at Thurii, the great 
Grecian settlement in Italy, to which so many distinguished men had 
intrusted their fortunes. It does not however follow from this account 
that Herodotus was among the first settlers of Thurii; the numbers of 
the original colonists doubtless received subsequent additions. It is 
certain that Herodotus did not go to Thurii till after the beginning of 
the Peloponnesian war; since at the beginning of it he must have been 
at Athens. He describes a sacred offering, which was on the Acropolis 
of Athens, by its position with regard to the Propylaea t ; now the Pro- 
pylaa were not finished till the year in whieh the Peloponnesian war 
began. Herodotus likewise evidently appears to adopt those views of 


* Of Pamphila in Gellius N. A. XV. 23 
+ Panyasis too is called a Samian, t Herod. V. 77. 
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the relations between the Greek states, which were diffused in Athens 
by the statesmen of the party of Pericles; and he states his opinion 
that Athens did not deserve, after her great exploits in the Persian 
war, to be so envied and blamed by the rest of the Greeks ; which was 
the case just at the beginning of the Peloponnesian war *. 

Herodotus settled quietly in Thurii, and devoted the leisure of his 
latter years entirely to his work. Hence he is frequently called by the 
ancients a Thurian, in reference to the composition of his history. 

§ 2. In this short review of the life of Herodotus we have taken no 
notice of his travels, which are intimately connected with his literary 
labours. Herodotus did not visit different countries from the accidents 
of commercial business or political missions; his travels were under- 
taken from the pure spirit of inquiry, and for that age they were 
very extensive and important. Herodotus visited Egypt as high up as 
Elephantine, Libya, at least as far as the vicinity of Cyrene, Pheeni- 
cia, Babylon, and probably also Persia; the Greek states on the Cim- 
merian Bosporus, the contiguous country of the Scythians, as well as 
Colchis; besides which, he had resided in several states of Greece and 
Lower Italy, and had visited many of the temples, even the remote one 
of Dodona. The circumstance of his being, in his capacity of Hali- 
carnassian, a subject of the king of Persia, must have assisted him 
materially in these travels; an Athenian, or a Greek of any of the 
states which were in open revolt against Persia, would have been 
treated as an enemy, and sold as a slave. Hence it may be inferred 
that the travels of Herodotus, at least those to Egypt and Asia, were 
performed from Halicarnassus in his youth. 

Herodotus, of course, made these inquiries with the view of impart- 
ing their results to his countrymen. But it is uncertain whether he 
had at that time formed the plan of connecting his information con- 
cerning Asia and Greece with the history of the Persian war, and 
of uniting the whole into one great work. When we consider that 
an intricate and extensive plan of this sort had hitherto been un- 
know in the historical writings of the Greeks, it can scarcely be 
doubted that the idea occurred to him at an advanced stage of his 
inquiries, and that in his earlier years he had not raised his mind 
above the conception of such works as those of Hecateeus, Charon, and 
others of his predecessors and contemporaries. Even at a later period 
of his life, when he was composing his great work, he contemplated 
writing a separate book upon Assyria (Acotpior Adyor); and it seems 
that this book was in existence at the time of Aristotle*. In fact, 
Herodotus might also have made separate books out of the accounts of 


* Compare Herod, VII. 139. with Thue. II. 8. 


+ Aristotle, Hist. An. VIII. 18. mentions the account of the siege of Nineveh in 
Herodotus (for, although the manuscripts generally read Hesiod, Herodotus is evi- 
dently the more suitable name) ; that is, undoubtedly, the siege which Herodotus I 
106. promises to describe in his separate work on Assyria (comp. I. 184), 
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Feypt, Persia, and Scythia given in his history; and he would, no 
doubt, have done go, if he had been content to tread in the footsteps of 
the logographers who preceded him. 

§ 3. It is stated that Herodotus recited his history at different festi- 
vals. This statement is, in itself, perfectly credible, as the Greeks of 
this time, when they had finished a composition with care, and had 
given it an attractive form, reckoned more upon oral delivery than upon 
solitary reading. Thucydides, blaming the historians who preceded 
him, describes them as courting the transient applause of an audi- 
ence*. The ancient chronologists have also preserved the exact date 
of a recitation, which took place at the great Panathenea at Athens, 
in Olymp. 83. 3. B.c. 446 (when Herodotus was 38 years old). The 
collections of Athenian decrees contained a decree proposed by Anytus 
(Wijgiopia “Avbrov), from which it appeared that Herodotus received a 
reward of ten talents from the public treasury ‘+. There is less autho- 
rity for the story of a recitation at Olympia; and least authority of all 
for the well-known anecdote, that Thucydides was present at it as a 
boy, and that he shed tears, drawn forth by his own intense desire for 
knowledge, and his deep interest in the narrative. To say nothing of 
the many intrinsic improbabilities of-this story, so many anecdotes were 
invented by the ancients in order to bring eminent men of the same 
pursuits into connexion with each other, that it is impossible to give 
any faith to it, without the testimony of more trustworthy witnesses, 

The public readings of Herodotus (such as that at the Panathenaic 
festival) must have been confined to detached portions of his subject, 
which he afterwards introduced into his work ; for example, the history 
and description of Egypt, or the accounts concerning Persia. His 
great historical work could not have been composed till the time of the 
Peloponnesian war. Indeed, his history, and particularly the four 
last books, are so full of references and allusions to events which oc- 
curred in the first period of the war{, that he appears to have been 
diligently occupied with the composition or final revision of it at this 
time. It is however very questionable whether Herodotus lived into 
the second period of the Peloponnesian war§, At all events, he must 
have been occupied with his work till his death, for it seems to be in 


* Thucyd. I. 21. 

} Plutarch de Malign. Herod, 26. 

t As the expulsion of the Alginetans, the surprise of Platea, the Archidamian 
war, and other events. The passages of Herodotus which could not have been 
written before this time are, III, 160, VI. 91. 98. VII. 137. 233. 1X. 73. 

§ The passage in IX. 73. which states that the Lacedemonians, in their devas- 
tations of Attica, always spared Decelea and kept at a distance from it (Aszeaéns 
anréyerdas), cannot be reconciled with the siege of Decelea by Agis in Olymp. 91. 3. 
s.c. 413, The passages VI. 98. and VII. 170. also contain marks of having been 
written before this time. On the other hand, the passage I. 130. appears to refer 
to the insurrection of the Medes in Olymp. 93. 1. 8. c, 408. (Xen. Hell I. 2. 19.): 
on this supposition, however, it is strange that Herodotus should have called Darius 
Nothus by the simple name Darius without any distinctive adjunct. 
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an unfinished state. There isno obvious reason why Herodotus should 
have carried down the war between the Greeks and Persians to the taking 
of Sestgs, without mentioning any subsequent event of it*. Besides, in 
one place he promises to give the particulars of an occurrence in a 
future part of his work +; a promise which is nowhere fulfilled. 

§ 4. The plan of the work of Herodotus is formed upon a notion 
which, though it cannot in strictness be called true, was very cur- 
rent in his time, and had even been developed, after their fashion, by 
the learned of Persia and Phoenicia, who were not unacquainted with 
Greek mythology. The notion is that of an ancient enmity between 
the Greeks and the nations of Asia. The learned of the East consi- 
dered the rapes of Io, Medea, and Helen, and the wars which grew 
out of those events, as single acts of this great conflict ; and their main 
object was to determine which of the two parties had first used violence 
against the other. Herodotus, however, soon drops these stories of 
old times, and turns to a prince whom he knows to have been the ag- 
gressor in his war against the Greeks. This is Croesus, king of Lydia. 
He then proceeds to give a detailed account of the enterprises of Croe- 
sus and the other events of his life; into which are interwoven as epi- 
sodes, not only the early history of the Lydian kings and of their 
conflicts with the Greeks, but also some important passages in the 
history of the Greek states, particularly Athens and Sparta. In this 
manner Herodotus, in describing the first subjugation of the Greeks 
by an Asiatic power, at the same time points out the origin and pro- 
gress of those states by which the Greeks were one day to be liberated. 
Meanwhile, the attack of Sardis by Cyrus brings the Persian power on 
the stage in the place of the Lydian; and the narrative proceeds to 
explain the rise of the Persian from the Median kingdom, and to de- 
scribe its increase by the subjugation of the nations of Asia Minor and 
the Babylonians. Whenever the Persians come in contact with other 
nations, an account, more or less detailed, is given of their history and 
peculiar usages. Herodotus evidently, as indeed he himself confesses {, 
strives to enlarge his plan by episodes; it is manifestly his object to 
combine with the history of the conflict between the East and West a 
vivid picture of the contending nations, ‘Thus to the conquest of Egypt 
by Cambyses (Book IT.) he annexes a description of the country, the 
people, and their history; the copiousness of which was caused by his 
fondness for Egypt, on account of ils early civilization, and the sta~ 


* It may, however, be urged against this view, that the secession of the Spartans 
and their allies, the formation of the alliance under the supremacy of Athens, and 
the change in the character of the war from defensive to offensive, made the taking 
of Sestos a distinctly marked epoch. See Thucyd. I. 89. 

+ Herod. VII. 213. 

t Herod. IV. 30. Thus he speaks of the Libyans in the 4th book, only because 
he thinks that the expedition of the Satrap Aryandes against Barca was in fact di- 
rected against all the nations of Libya. See IV. 167. 
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bility of its peculiar institutions and usages. The history of Cambyses, 
of the false Smerdis, and of Darius, is continued in the same detailed 
manner (Book III.) ; and an account is given of the power of Samos, 
under Polycrates, and of his tragical end ; by which the Persian power 
began to extend to the islands between Asia and Europe. ‘The institu- 
tions established by Darius at the beginning of his reign afford an op- 
portunity of surveying the whole kingdom of Persia, with all its pro- 
vinces, and their large revenues. With the expedition of Darius 
against the Scythians (which Herodotus evidently considers as a reta- 
liation for the former incursions of the Scythians into Asia) the Per- 
sian power hegins to spread over Europe (Book IV.). Herodotus 
then gives a full account of the north of Europe, of which his know- 
ledge was manifestly much more extensive than that of Hecateus ; and 
he next relates the great expedition of the Persian army, which, 
although it did not endanger the freedom of the Scythians, first opened 
a passage into Europe to the Persians. The kingdom of Persia now 
stretches on one side to Scythia, on the other over Egypt to Cyrenaica. 
A Persian army is called in by Queen Pheretime against the Bar- 
ceans; which gives Herodotus an opportunity of relating the history 
of Cyrene, and describing the Libyan nations, as an interesting compa- 
nion to his description of the nations of northern Europe. While 
(Book V.) a part of the Persian army, which had remained behind 
after the Scythian expedition, reduces a portion of the Thracians and 
the little kingdom of Macedonia under the power of the great king, 
the great Ionian revolt arises from causes connected with the Scythian 
expedition, which brings still closer the decisive struggle between 
Greece and Persia. Aristagoras, the tyrant of Miletus, seeks aid in 
Sparta and Athens for the [onians; whereupon the historian takes oc- 
casion to continue the history of these and other Greek states, from the 
point where he had left it (Book I.) ; and in particular to describe the 
rapid rise of the Athenians, after they had thrown off the yoke of the 
Pisistratids. The enterprising spirit of the young republic of Athens 
is also shown in the interest taken by it in the Ionian revolt, which was 
begun in a rash and inconsiderate manner, and, having been carried on 
without sufficient vigour, terminated in a complete defeat (Book VI.). 
Herodotus next pursues the constantly increasing causes of enmity 
between Greece and Persia; among which is the flight of the Spartan 
king Demaratus to Darius. To this event he annexes a detailed ex- 
planation of the relations and enmities of the Greek states, in the period 
just preceding the first Persian war. The expedition against Eretria 
and Athens was the first blow struck by Persia at the mother country 
of Greece, and the battle of Marathon was the first glorious signal that 
this Asiatic power, hitherto unchecked in its encroachments, was there 
at length to find a limit. From this point the narrative runs in a re- 
gular channel, and pursues to the end the natural course of events ; the 
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preparations for war, the movements of the army, and the campaign 
against Greece itself (Book VII.). Even here, however, the narrative 
moves at a slow pace; and thus keeps the expectation upon the stretch. 
The march and mustering of the Persian army give full time and 
opportunity for forming a distinct and complete notion of its enormous 
force; and the negociations of the Greek states afford an equally clear 
conception of their jealousies and dissensions; facts which make the 
ultimate issue of the contest appear the more astonishing. After the 
preliminary and undecisive battles of Thermopyle and Artemisium. 
(Book VITII.), comes the decisive battle of Salamis, whieh is described 
with the greatest vividness and animation. This is followed (in Book 
IX.) by the battle of Platea, drawn with the same distinctness, parti- 
cularly as regards all its antecedents and circumstances; together with 
the contemporaneous battle of Mycale and the other measures of the 
Greeks for turning their victory to account. Although the work seems 
unfinished, it concludes with a sentiment which cannot have been 
placed easually at the end; viz. that (as the great Cyrus was supposed 
to have said) “It is not always the richest and most fertile country 
which produces the most valiant men.” 

§ 5. In this manner Herodotus gives a certain unity to his history; 
and, notwithstanding the extent of his subject, which comprehends 
nearly all the nations of the world at that time known, the narrative is 
constantly advancing. The history of Herodotus has an epic character, 
not only from the equable and uninterrupted flow of the narrative, but 
also from certain pervading ideas, which give an uniform tone to the 
whole. The principal of these is the idea of a fixed destiny, of a wise 
arrangement of the world, which has prescribed to every being, his 
path ; and which allots ruin and destruction, not only to crime and vio- 
lence, but to excessive power and riches, and the overweening pride 
which is their companion. In this consists the envy of the gods (0édvoc 
ray Qed), so often mentioned by Herodotus; by the other Greeks 
usually called the divine Nemesis. He constantly adverts, in his nar- 
rative, to the influence of this divine power, the Demonion, as he also 
calls it. Thus he shows how the deity visits the sins of the ancestors 
upon their descendants; how the human mind is blinded by arrogance 
and recklessness ; how man rushes, as it were, wilftlly upon his own 
destruction ; and how oracles, which ought to be warning voices against 
violence and insolence, mislead from their ambiguity, when interpreted 
by blind passion. Besides the historical narrative itself, the scattered 
speeches serve rather to enforce certain general ideas, particularly con- 
cerning the envy of the gods and the danger of pride, than to charac~ 
terise the dispositions, views, and modes of thought of the persons re- 
presented as speaking. In fact, these speeches are rather the lyric 
than the dramatic part of the history of Herodotus ; and if we compare 
it with the different parts of a Greek tragedy, they correspond, not to the 
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dialogue, but to the choral songs. Herodotus lastly shows his awe of 
the divine Nemesis by his moderation and the firmness with which he 
keeps down the ebullitions of national pride. Tor, if the eastern 
princes by their own rashness bring destruction upon themselves, and 
the Greeks remain the victors, yet he describes the East, with its early 
civilization, as highly worthy of respect and admiration ; he even points 
out traits of greatness of character in the hostile kings of Persia ; 
shows his countrymen how they often owed their successes to divine 
providence and external advantages, rather than to their own valour 
and ability; and, on the whole, is anything but a panegyrist of the 
exploits of the Greeks. So little indeed has he this character, that 
when the rhetorical historians of later times had introduced a more pre- 
tending account of these events, the simple, faithful, and impartial 
Herodotus was reproached with being actuated by a spirit of calumny, 
and with seeking to detract from the heroic acts of his countrymen *. 

§ 6. Since Herodotus saw the working of a divine agency in all hu- 
man events, and considered the exhibition of it as the main object of 
his history, his aim is entirely different from that of a historian who 
regards the events of life merely with reference to man. Herodotus 
is, in truth, a theologian and a poet as well as an historian. The in- 
dividual parts of his work are treated entirely in this spirit. His aim 
is not merely to give the results of common experience in human life. 
His mind is turned to the extraordinary and the marvellous. In this 
respect his work bears an uniform colour. The great events which he 
relates—the gigantic enterprises of princes, the unexpected turns of 
tortune, and other marvellous occurrences— harmonise with the accounts 
of the astonishing buildings and other works of the East, of the multi- 
farious and often singular manners of the different nations, the sur- 
prising phenomena of nature, and the rare productions and animals of 
the remote regions of the world. Herodotus presented a picture of 
strange and astonishing things to his mobile and curious countrymen, 
Tt were vain to deny that Herodotus, when he does not describe things 
which he had himself observed, was often deceived by the misrepresent- 
ations of priests, interpreters, and guides; and, above all, by that 
propensity to boasting and that love of the marvellous which are so 
common in the East t. Yet, without his singlehearted simplicity, his 
disposition to listen to every remarkable account, and his admiration 
(undisturbed by the national prejudices of a Greek) for the wonders of 
the Eastern world, Herodotus would never have imparted to us many 
valuable accounts, in which recent inquirers have discovered substantial 
truth, though mixed with fable. How often have modern travellers, 


“ Plutarch’s Treatise ws! ris “Hgodirov xaxondslac, concerning the malignity of 
Herodotus, 

 Anstotle, in his Treatise on the Generation of Animals, III, 5, calls him 
Hgddoros 6 uvboardyos, “ Ierodotus the story-teller.” 
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naturalists, and geographers, had occasion to admire the truth and cor- 
rectness of the observations and information which are contained in 
the seemingly marvellous narratives of Herodotus! It is fortunate 
that he was guided by the maxim which he mentions in his account of 
the circumnavigation of Africa in the reign of Necho. Having ex- 
pressed his disbelief of the statement that the sailors had the sun on 
their right hand, he adds: “‘I must say what has been told to me; but 
I need not therefore believe all, and this remark applies to my whole 
work.” 

Herodotus must have completely familiarised himself with the man- 
ners and modes of thought of the Oriental nations. The character of 
his mind and his style of composition also resemble the Oriental type 
more than those of any other Greek ; and accordingly his thoughts and 
expressions ofien remind us of the writings of the Old Testament. It 
cannot indeed be denied that he has sometimes attributed to the eastern 
princes ideas which were essentially Greek; as, for example, when 
he makes the seven grandees of the Persians deliberate upon the re- 
spective advantages of monarchy, aristocracy, and democracy*. But, 
on the whole, Herodotus seizes the character of an Oriental monarch, 
like Xerxes, with striking truth; and transports us into the very midst 
of the satellites of a Persian despot. It would be more just to reproach 
Herodotus with a want of that political discernment, in judging the 
affairs of the Greek states, which had already been awakened among: 
the Athenian statesmen of his time. Moreover, in the events arising 
from the situation and interests of states, he lays too much stress on 
the feelings and passions of particular individuals; and ascribes to 
Greek statesmen (as, for instance, the two Cleisthenes of Sicyon and 
Athens, in reference to their measures for the division of the people 
into new tribes) motives entirely different from those by which they 
appear, on a consideration of the case, to have been really actuated. 
He likewise relates mere anecdotes and tales, by which the vulgar ex- 
plained (and still continue to explain) political affairs ; where politi- 
cians, such as Thucydides and Aristotle, exhibit the true character of 
the transaction. 

§ 7. But no dissertation upon the historical researches or the style 
of Herodotus can convey an idea of the impression made by reading 
his work. To those who have read it, all description is superfluous. 
It is like hearing a person speak who has seen and lived through an 
infinite variety of the most remarkable things; and whose greatest de- 
light consists in recalling the images of the past, and perpetuating the 
remembrance of them. He had eager and unwearied listeners, who 


* Herod. III. 89. He afterwards (VI. 43) defends himself against the charge of 
having represented a Persian as praising democracy, of which the Persians knew 
nothing. This passage proves that a part at least of Book III, had been published 
before the entire work was completed, 

Au 
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were not impatient to arrive at the end; and he could therefore com- 
plete every separate portion of the history, as if it were an inde- 
pendent narrative. He knew that he had in store other more attractive 
and striking events; yet he did not hurry his course, as he dwelt with 
equal pleasure on everything that he had seen or heard, In this man- 
ner, the stream of his Ionic language flows on with a charming facility. 
The character of his style (as is natural in mere narration) is to con- 
nect the different sentences loosely together, with many phrases for the 
purpose of introducing, recapitulating, or repeating a subject. These 
phrases are characteristic of oral discourse, which requires such contriv- 
ances, in order to prevent the speaker, or the hearer, from losing the 
thread of the story. In this, as in other respects, the language of 
Herodotus closely approximates to oral narration; of all varieties of 
prose, it is the furthest removed from a written style. Long sentences, 
formed of several clauses, are for the most part confined to speeches, 
where reasons and objections are compared, conditions are stated, and 
their consequences developed. But it must be confessed that where 
the logical connexion of different propositions is to be expressed, Hero- 
dotus mostly shows a want of skill, and produces no distinct conception 
of the mutual relations of the several members of the argument. But, 
with all these defects, his style must be considered as the perfection of 
the wnperiodice style (the dé&c cipouévyn), the only style employed by 
his predecessors, the logographers*. To these is to be added the tone 
of the Ionic dialect,—which Herodotus, although by birth a Dorian, 
adopted from the historians who preceded him +,—with its uncontracted 
terminations, its accumulated vowels, and its soft forms. These various 
elements conspire to render the work of Herodotus a production as 
harmonious and as perfect in its kind as any human work can be. 


* Demetrius de Elocutione, § 12. 


_ t Nevertheless, according to Hermogenes, p. 513, the Ionic dialect of Hecateus 
is alone quite pure; and the dialect of Herodotus is mixed with other expressions, 
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SECOND PERIOD OF GREEK LITERATURE. 


CHAPTER XxX. 


§ 1. Early formation of a national literature in Greece, § 2, Athens subsequently 
takes the lead in literature and art. Her fitness for this purpose. § 3. Concur- 
rence of the political circumstances of Athens to the same end. Solon. The 
Pisistratids. § 4. Great increase in the power of Athens after the Persian war. 
§ 5. Administration and policy of Pericles, particularly with respect to art and 
literature. § 6, Seeds of degeneracy in the Athenian Commonwealth at its most 
flourishing period. § 7, Causes and modes of the degeneracy. § 8. Literature 
and art were not affected by the causes of moral degeneracy. 


§ 1. Greek literature, so far as we have hitherto followed its pro- 
gress, was acommon property of the different races of the nation; each 
race cultivating that species of composition which was best suited to its 
dispositions and capacities, and impressing on it a corresponding cha- 
racter. In this manner the town of Miletus in Tonia, the Aolians in 
the island of Lesbos, the colonies in Magna Grecia and Sicily, as well 
as the Greeks of the mother country, created new forms of poetry and 
eloquence. The various sorts of excellence thus produced, did not; 
after the age of the Homeric poetry, remain the exclusive property of 
the race among which they originated; as popular poems composed in 
a peculiar dialect are known only to the tribe by whom the dialect is 
spoken. Among the Greeks a national literature was early formed; 
every literary work in the Greek language, in whatever dialect it might 
be composed, was enjoyed by the whole Greek nation. The songs of 
the Lesbian Sappho aroused the feelings of Solon in his old age, not- 
withstanding their foreign Molian dialect*; and the researches of the 
philosophers of Elea in GEnotria influenced the thoughts of Anaxagoras 
when living at Miletus and Athens}: whence it may be inferred, that 
the fame of remarkable writers soon spread through Greece at that 
time. Even in an earlier age, the poets and sages used to visit certain 
cities, which were considered almost as theatres, where they could bring 
their powers and acquirements into public notice. Among’ these, 
Sparta stood the highest, down to the time of the Persian war; for the 
Lacedemonians, though they produced little themselves, were con- 
sidered as sagacious and sound judges of art and philosophyf. Accord- 
ingly, the principal poets, musicians, and philosophers of those times 
are related to have passed a part of their lives at Sparta §. . 

§ 2. But the literature of Greece necessarily assumed a different 
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form, when Athens, raised as well by her political power and other 
external circumstances as by the mental qualities of her citizens, 
acquired the rauk of a capital of Greece, with respect to literature and 
art. Not only was her copious native literature received with admi- 
ration by all the Greeks, but her judgment and taste were predominant 
in all things relating to language and the arts, and decided what 
should be generally recognised as the classical literature of Greece, long 
before the Alexandrine critics had prepared their canons. There is no 
more important epoch in the history of the Greek intellect than the 
time when Athens obtained this pre-eminence over her sister states. 
The character of the Athenians peculiarly fitted them to take this 
lead. The Athenians were TIonians; and, when their brethren sepa- 
rated from them in order to found the twelve cities on the coast of 
Asia Minor, the foundations of the peculiar character of Ionic civiliza- 
tion had already been laid. The dialect of the Tonians was distin- 
guished from that of the Dorians and Molians by clear and broad 
marks: the worship of the gods, which had a peculiarly joyful and 
serene cast among the Ionians, had been moulded into fixed national 
festivals* : and some steps towards the development of republican feel- 
ing had already been taken, before this separation occurred. The 
boundless resources and mobility of the Ionian spirit are shown by 
the astonishing productions of the Tonians in Asia and the islands in 
the two centuries previous to the Persian war; viz., the iambic and 
elegiac poetry, and the germs of philosophic inquiry and historical 
composition ; not to mention the epic poetry, which belongs to an 
earlier and different period. The literary works produced during that 
time by the Ionians who remained behind in Attica, seem poor and 
meagre, aS compared with the luxuriant outburst of literature in 
Asia Minor: nor did it appear, till alater period, that the progress of 
the Athenian intellect was the more sound and lasting. The advance 
of the literature of the Tonians in Asia Minor (which reminds us of 
the premature growth of a plant taken from a cold climate and 
barren soil, and carried to a warmer and more fertile region), as com- 
pared with that of the Athenians, corresponds with the natural cireum- 
stances of the two countries. Tonia had, according to Herodotus, the 
softest and mildest climate in Greece; and, although he does 
not assign it the first rank in fertility, yet the valleys of this region 
(especially that of the Meander) were of remarkable productiveness. 
Attica, on the other hand, was rocky, and its soil was shallow? ; 
though not barren, it required more skill and care in cultivation than 
most other parts of Greece: hence, according to the sagacious remark 
-s sy om es tape and Pyanepsia of Apollo, the Anthesteria and Lenea of 
ie lacs ad a eae other festivals and religious rites, 
t 70 Aewroyewy. 
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of Thucydides, the warlike races turned by preference to the fertile 
plains of Argos, Thebes, and Thessaly, and afforded an opportunity 
for a more secure and peaceable development of social life and industry 
in Attias Yet Attica was not deficient in natural beauties. It had 
= Sophocles says in the splendid chorus in the CEdipus at Colonus) 

green valleys, in which the clear-voiced nightingale poured forth her 
sweet laments, under the shade of the dark ivy, and the sacred foliage 
of Bacchus, covering abundant fruit, impenetrable to the sun, and un- 
shaken by the blasts of all storms*.” Above all, the clear air, refreshed 
and purified by constant breezes, is celebrated as one of the chief advan- 
tages of the climate of Attica, and is described by Euripides as lending 
a charm to the productions of the Athenian intellect. ‘ Descendants 
of Erechtheus (the poet says to the Athenians)+, happy from ancient 
times, favourite children of the blessed gods, you pluck from your sacred 
unconquered country renowned wisdom, as a fruit of the soil, and con- 
stantly walk, with graceful step, through the glittering air of your 
heaven, where the nine sacred Muses of Pieria are said to have once 
brought up the fair-haired Harmony as their common child. It is also 
said that the goddess Cypris draws water from the beautifully flowing 
Cephisus, and breathes over the land mild and refreshing airs; and 
that, twining her hair with fragrant roses, she sends the gods of love 
as companions of wisdom, and supporters of virtue.” 

§ 3. The political circumstances of Attica contributed, in a remark- 
able manner, to produce the same effects as its physical condition, 
When the Ionians settled on the coast of Asia Minor, they soon dis- 
covered their superiority in energy and military skill to the native 
Lydian, Carian, and other tribes. Having obtained possession of the 
entire coast, they entered into a friendly relation with these tribes, 
which, owing to the early connexion of Lydia with Babylonia and 
Nineveh, brought them many luxuries and pleasures from the interior 
of Asia. The result was, that when the Lydian monarchy was strength- 
ened under the Mermnade, and began to aim at foreign conquest, the 
Tonians were so enfeebled and corrupted, and were so deficient in po- 
litical unity, that they fell an easy prey to the neighbouring kingdom ; 
and passed, together with the other subjects of Crasus, under the 
power of the Persians. The Ionic inhabitants of Attica, on the other 
hand, encompassed, and often pressed by the manly tribes of Greece, 
the AZolians, Boeotians, and Dorians, were forced to keep the sword 
constantly in their hands, and were placed in circumstances which re- 
quired much courage and energy, in addition to the openness and 
excitability of the Ionic character. Athens, indeed, did not immedi- 
ately attain to the proud security which the Spartans derived from 
their possession of half Peloponnesus, and their undisputed mastery 


* Soph, Gd, Col. v. 670. + Eurip. Med. v, 824. 
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of the practice of war. Hence the Athenians were forced to be 
constantly on the look-out, and to seek for opportunities of extending 
their empire. At the same time, while the Athenians sought to im- 
prove their political constitution, they strove to increase the liberty of 
the people; and a man like Solon could not have arisen in an Ionian 
state of Asia Minor, to become the peaceful regulator of the state with 
the approbation of the community. Solon was able to reconcile the 
hereditary rights of the aristocracy with the claims of the commonalty 
grown up to manhood; and to combine moral strictness and order 
with freedom of action. Few statesmen shine in so bright a light as 
Solon; his humanity and warm sympathies with all classes of his 
countrymen appear from the fragments of his elegies and iambics 
which have been already cited*. 

After Solon comes the dominion of the Pisistratids, which lasted, 
with some interruptions, for fifty years (from 560 to5108.c.). This 
government was administered with ability and public spirit, so far as 
was consistent with the interests of the ruling house. Pisistratus was 
a politic and circumspect prince: he extended his possessions beyond 
Attica, and established his power in the district of the gold mines on 
the Strymon}, to which the Athenians subsequently attached so much 
importance. In the interior of the country, he did much to promote 
agriculture and industry, and he is said to have particularly encouraged 
the planting of olives, which suited the soil and climate in so remark- 
able amanner. The Pisistratids also, like other tyrants, showed a 
fondness for vast works of art; the temple of the Olympian Zeus, 
built by them, always remained, though only half finished, the largest 
building in Athens. In like manner, tyrants were fond of surrounding 
themselves with all the splendour which poetry and other musical arts 
could give to their house: and the Pisistratids certainly had the merit 
of diffusing the taste for poetry among the Athenians, and of natu- 
ralising among them the best literary productions which Greece then 
possessed. ‘The Pisistratids were unquestionably the first to introduce 
the recital of the entire [liad and Odyssey at the Panathenezaj; and 
the gentle and refined Hipparchus, the son of Pisistratus, was the 
means of bringing to Athens the most distinguished lyric poets of the 
time, as Anacreon§, Simonides|], and Lasus{]. Some of the collectors 
and authors of the mystical poetry also found a welcome reception at the 
court of the Pisistratids, as Onomacritus; whom they took with them, 
at their expulsion from Athens, to the court of the King of Persia**. 
But, notwithstanding their patronage of literature and art, Herodotus 
is undoubtedly right in stating that it was not till after the fall of their 
dynasty, that Athens shot up with the vigour which can only be de- 


* Ch. 10. § 11, 12, ch. 11. § 12. + Herod. I. 64. t Ch. 5. § 14. 
§ Oh 13, § 11. {| Ch. 14. § 10, q Ch. 14. § 14, 
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rived from the consciousness of every citizen that he has a share in the 
common weal*, This statement of Herodotus refers, indeed, princi- 
pally to the warlike enterprises of Athens, but it is equally true of her 
intellectual productions. It is, indeed, a remarkable fact that Athens 
produced her most excellent works in literature and art in the midst of 
the greatest political convulsions, and of her utmost efforts for self- 
preservation or conquest. ‘The long dominion of the Pisistratids, not- 
withstanding the concourse of foreign poets, produced nothing more 
important than the first rudiments of the tragic drama; for the origin 
of comedy at the country festivals of Bacchus falls in the time before 
Pisistratus. On the other hand, the thirty years between the expul- 
sion of Hippias and the battle of Salamis (B. c. 510 to 480) was a 
period marked by great events both in politics and literature. During 
this period, Athens contended with energy and success against her 
neighbours in Beeolia and Euboea, and soon dared to interfere in the 
affairs of the Ionians in Asia, and to support them in their revolt against 
Persia; after which, she received and warded off the first powerful 
attack of the Persians upon Greece. During the same period at 
Athens, the pathetic tragedies of Phrynichus, and the lofty tragedies of 
Aischylus, appeared on the stage; political eloguence was awakened 
in Themistocles ; historical researches were commenced by Pherecydes ; 
and everything seemed to give a promise of the greatness to which 
Athens afterwards attained. Even sculpture at Athens did not flourish 
under the encouragement which it doubtless received from the enter- 
prising spirit of the Pisistratids, but first arose under the influence of 
political freedom. While, from B.c. 540, considerable masters and 
whole families and schools of brass-founders, workers in gold and ivory, 
&c., existed in Argos, Lacedemon, Sicyon, and elsewhere, the Athens 
of the Pisistratids could not boast of a single sculptor ; nor is it till the 
time of the battle of Marathon, that Antenor, Critias, and Hegias are 
mentioned as eminent masters in brass-founding. But the work for 
which both Antenor and Hegias were chiefly celebrated was the brazen 
statues of Harmodius and Aristogiton, the tyrannicides and liberators 
of Athens from the yoke of the Pisistratids, according to the tradition 
of the Athenian peoplet. 

§ 4. The great peril of the Persian war thus came upon a race of 
high spirited.and enterprising men, and exercised upon it the hardening 
and elevating influence, by which great dangers, successfully overcome, 
become the highest benefit to a state. Such a period withdraws the 
mind from petty, selfish cares, and fixes it on great and public objects. 
At the moment when half Greece had quailed before the Persian army, 
the Athenians, with a fearless spirit of independence, abandon their 
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country to the ravages of the enemy : embarking in their ships, they 
decide the sea-fights in favour of the Greeks, and again they are in the 
land-war the steadiest supporters of the Spartans. The wise modera- 
tion with which, for the sake of the general good, they submitted to the 
supreme command of Sparta, combined with a bold and enterprising 
spirit, which Sparta did not possess, is soon rewarded to an extent 
which must have exceeded the most sanguine hopes of the Athenian 
statesmen. ‘The attachment of the Ionians to their metropolis, Athens, 
which had been awakened before the battle of Marathon, soon 
led toa closer connexion between nearly all the Greeks of the Asiatic 
coast and this state. Shortly afterwards, Sparta withdrew, with the 
other Greeks of the mother country, from any further concern in the 
contest; and an Athenian alliance was formed for the termination of 
the national war, which was changed, by gradual yet rapid transitions, 
into a dominion of Athens over her allies; so that she became the 
sovereign of a large and flourishing empire, comprehending the 
islands and coasts of the Aigean, and a part of the Euxine seas. In 
this manner, Athens gained a wide basis for the lofty edifice of political 
glory which was raised by her statesmen. 

§ 5. The completion of this splendid structure was due to Pericles, 
during his administration, which lasted from about B.c. 464, to his 
death (p.c. 429). Pericles changed the allies of Athens into her 
subjects, by declaring the common treasure to be the treasure of the 
Athenian state ; and he resolutely maintained the supremacy of Athens, 
by punishing with severity every attempt at defection. Through his 
influence, Athens became a dominant community, whose chief business 
it was to administer the affairs of an extensive empire, flourishing in 
agriculture, mechanical industry, and commerce. Pericles, however, 
did not make the acquisition of this power the highest object of his 
exertions, nor did he wish the Athenians to consider it as their greatest 
good. His aim was to realise in Athens the idea which he had con- 
ceived of human greatness. He wished that great and noble thoughts 
should pervade the whole mass of the ruling people; and this was in 
fact the case, so long as his influence lasted, to a greater degree than 
has occurred in any other period of history. Pericles stood among the 
citizens of Athens, without any public office which gave him extensive 
legal power* ; and yet he exercised an influence over the multitude 
which has been rarely possessed by an hereditary ruler. The 


* Pericles was indeed treasurer of the administration (4 ia) ofs dioixncews) at the 
breaking out of the Peloponnesian war; but, althoug 


h this office i = 
curate knowledge of the finances of Athens, it did not confer any Pal pets Tk 


is assumed that the times are excepted, in which Peri rti r 
a th xcepted, 1: ericles was strategus, parti 
at the beginning of the Peloponnesian war, when the strategus had : ae ened 
executive power, because Athens, being in a state of si i 
; siege, was trea - 
teed eaten ge, eated like a for 


LITERATURE OF ANCIENT GREECE. 281 


~- 


Athenians saw in him, when he spoke to the people from the bema, an 
Olympian Zeus, who had the thunder and lightning in his power. 
It was not the volubility of his eloquence, but the irresistible force of 
his arguments, and the majesty of his whole appearance, which gained 
him this appellation: hence a comic poet said of him, that he 
was the only one of the orators who left his sting in the minds of his 
hearers*. 

The objects to which Pericles directed the people, and for which he 
accumulated so much power and wealth at Athens, may be best seen in 
the still extant works of architecture and sculpture which originated 
under his administration. The defence of the state being already pro- 
vided for, through the instrumentality of Themistocles, Cimon, and 
Pericles himself, by the fortifications of the city and harbour and the 
long walls, Pericles induced the Athenian people to expend upon the 
decoration of Athens, by works of architecture and sculpture, a larger 
part of its ample revenues than was ever applied to this purpose in any 
other state, either republican or monarchicalt. This outlay of public 
money, which at any other period would have been excessive, was then 
well-timed ; since the art of sculpture had just reached a pitch of high 
excellence, after long and toilsome efforts, and persons endowed with 
its magical powers, such as Phidias, were in close intimacy with 
Pericles. Of the surpassing skill with which Pericles collected into one 
focus the rays of artistical genius at Athens, no stronger proof can be 
afforded, than the fact that no subsequent period, through the patronage 
either of Macedonian or Roman princes, produced works of equal excel- 
Jence. Indeed, it may be said that the creations of the age of Pericles 
are the only works of art which completely satisfy the most refined and 
cultivated taste. But it cannot have been the intention of Pericles, or 
of the Athenians who shared his views, to limit their countrymen to 
those enjoyments of art which are derived from the eye. It is known 
that Pericles was on terms of intimacy with Sophocles ; and it may be 
presumed that Pericles thoroughly appreciated such works as the An- 
tigone of Sophocles ; since (as we shall show hereafter) there was a 
close analogy between the political principles of Pericles and the 
poetical character of Sophocles. Pericles, however, lived on a still more 
intimate footing with Anaxagoras, the first philosopher who proclaimed 

* Méyos ray purbemy TT xlyrpoy Bynarenelre Tos aH eompLevals. Eupolis in the Demi. 

+ The annual revenue of Athens at the time of Pericles is estimated at 1000 
talents (rather more than 200,000/.); of which sum 600 talents flowed from the tri- 
butes of the allies. If we reckon that the Propylea (with the buildings belonging 
to it) cost 2012 talents, the expense of all the buildings of this time,—the Odeon, 
the Parthenon, the Propylea, the temple at Eleusis, and other contemporary 
temples in the country, as at Rhamnus and Sunium, together with the sculpture and 
colouring, statues of gold and ivory, as the Pallas in the Parthenon, carpets, ke, 


cannot have been less than 8000 talents. And yet all these works fell in the last 
twenty years of the Peloponnesian war, 
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in Greece the doctrine of a regulating intelligence*. The house of 
Pericles, particularly from the time when the beautiful and accom- 
plished Milesian Aspasia presided over it witha greater freedom of in- 
tercourse than Athenian usage allowed to wives, was a point of union 
for all the men who had conceived the intellectual superiority of Athens. 
The sentiment attributed by Thucydides to Pericles in the celebrated 
funeral oration, that “* Athens is the school of Greece,” is doubtless, if 
not in words, at least in substance, the genuine expression of Periclest. 

§ 6. It could not be expected that this brilliant exhibition of human 
excellence should be without its dark side, or that the flourishing state 
of Athenian civilization should be exempt from the elements of decay. 
The political position of Athens soon led to a conflict between the patri- 
otism and moderation of her citizens and their interests and passions. 
From the earliest times, Athens had stood in an unfriendly relation to 
the rest of Greece. Even the Ionians, who dwelt in Asia Minor, sur- 
rounded by Dorians and Molians, did not, until their revolt from Persia, 
receive from the Athenians the sympathy common among the Greeks 
between members of the same race. Nor did the other states of the 
mother country ever so far recognise the intellectual supremacy of 
Athens, as to submit to her in political alliances; and therefore Athens 
never exercised such an ascendency over the independent states of 
Greece as was at various times conceded to Sparta. At the very 
foundation of her political greatness, Athens could not avoid struggling 
to free herself from the superintendence of the other Greeks ; and since 
Attica was not an island,—which would have best suited the views of 
the Athenian statesmen,—Athens was, by means of immense fortifica- 
tions, as far as possible isolated from the land and withdrawn from the 
influence of the dominant military powers. The eyes of her statesmen 
were exclusively turned towards the sea. They thought that the national 
character of the Ionians of Attica, the situation of this peninsula, and 
its internal resources, especially its silver mines, fitted Athens for mari- 
time sovereignty. Moreover, the Persian war had given her a powerful 
impulse in this direction ; and by her large navy she stood at the head 
of the confederate islanders and Asiatics, who wished to continue the 
war against Persia for their own liberation and security. These confe- 
derates had before been the subjects of the King of Persia; and had 
long been more accustomed to slavish obedience than to voluntary 
exertion. It was their refusals and delays, which first induced Athens 
to draw the reins tighter, and to assume a supremacy over them. The 


* The author of the first Alcibiades (among the Platonic dialogues), p. 118, unites 
the philosophical musicians, Pythocleides and Damon, with Anaxagoras, as friends 
of Pericles. Pericles is also said to have been connected with Zeno the Eleatic and 
Protagoras the sophist. 
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Athenians were not cruel and sanguinary by nature; but a reckless 
severity, when there was a question of maintaining principles which 
they thought necessary to their existence, was implanted deeply in their 
character ; and circumstances too often impelled them to employ it 
against their allies. The Athenian policy of compelling so many Cities 
to contribute their wealth in order to make Athens the focus of art and 
cultivation, was indeed accompanied with pride and selfish patriotism. 
Yet the Athenians did not reduce millions to a state of abject servitude, 
for the purpose of ministering to the wants of a few thousand persons. 
The object of their statesmen, such as Pericles, doubtless was, to make 
Athens the pride of the whole confederacy; that their allies should 
enjoy in comnron with them the productions of Athenian art, and 
especially should participate in the great festivals, the Panathenea and 
Dionysia, on the embellishment of which all the treasures of wealth and 
art were lavished*. 

§ 7. Energy in action and cleverness in the use of languaget were the 
qualities which most distinguished the Athenians in comparison with the 
other Greeks, and which are most clearly seen in their political conduct 
and their literature. Both qualities are very liable to abuse. The energy 
in action degenerated into a restless love of adventure, which was the 
chief cause of the fall of the Athenian power in the Peloponnesian war, 
after the conduct of it had ceased to be directed by the clear and com- 
posed views of Pericles. The consciousness of dexterity in the use of 
words, which the Athenians cultivated more than the other Greeks, in- 
duced them to subject everything to discussion. Hence too arose a 
copiousness of speech, very striking as compared with the brevity of 
the early Greeks, which compressed the results of much reflection in a 
few words. It is remarkable that, soon after the Persian war, the great 
Cimon was distinguished from his countrymen by avoiding all Attic 
eloquence and loquacity{. Stesimbrotus, of Thasos, a contemporary, 
observed of him, that the frank and noble were prominent in his cha- 
racter, and that he had the qualities of a Peloponnesian more than of 
an Athenian§. Yet this fluency of the Athenians was long restrained 
by the deeply-rooted maxims of traditional morality ; nor was it till the 
beginning of the Peloponnesian war, when a foreign race of teachers, 

* There are many grounds for thinking that these festivals were instituted ex- 
ly for the allies, who attended them in large numbers. Prayers were also pub- 
licly offered at the Panathenea for the Plateans (Herod. vi. m1.), and at all great 
public festivals for the Chians (Theopomp. ap. Schol. Aristoph. Av. 880), who were 
nearly the only faithful ally of the Athenians in the Pelopounesian war, after the 


defection of the Mytilenzans. Moreover, the colonies of Athens (i.e. probably, in 
general, the cities of the confederacy) offered sacrifices at the Panathenza. 
vd deworrgsoy xa) +6 Dewov. t dewerns and crapvria. 
In Plutarch, Cimon, c. 4, indeed, Stesimbrotus is not unjustly censured for his 
credulity and his fondness for narrating the chronique scandaleuse of those times: but 
statements, such as that in the text, founded upon personal observation of the 
general state of society, are always very valuable, 
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chiefly from the colonies in the east and west, established themselves at, 
Athens, that the Athenians learnt the dangerous art of subjecting the 
traditional maxims of morality to a scrutinising examination. For al- 
though this examination ultimately led to the establishing of morality 
on a scientific basis, yet it at first gave a powerful impulse to immoral 
motives and tendencies, and, at any rate, destroyed the habits founded 
on unreasoning faith. These arts of the sophists—for such was the 
name of the new teachers—were the more pernicious to the Athenians, 
because the manliness of the Athenian character, which shone forth so 
nobly during the Persian war and the succeeding period, had already 
fallen off before the Peloponnesian war, under the administration of 
Pericles. This degeneracy was owing to the same accidental causes, 
which produced the noble qualities of the Athenians. Plato says that 
Pericles made the Athenians lazy, cowardly, loquacious, and covetous*. 
This severe judgment, suggested to Plato by his constant repugnance 
to the practical statesmen of his time, cannot be considered as just; yet 
it must be admitted that the principles of the policy of Pericles were 
closely connected with the demoralization so bluntly described by 
Plato. By founding the power of the Athenians on dominion of the 
sea, he led them to abandon land-war and the military exercises requi- 
site for it, which had hardened the old warriors of Marathon. In the 
ships, the rowers played the chief part, who, except in times of great 
danger, consisted not of citizens, but of mercenaries ; so that the Co- 
rinthians in Thucydides about the beginning of the Peloponnesian war 
justly describe the power of the Athenians as being rather purchased 
with money than nativet. In the next place, Pericles made the Athe- 
nians a dominant people, whose time was chiefly devoted to the business 
of governing their widely extended empire. Hence it was necessary for 
him to provide that the common citizens of Athens should be able to 
gain a livelihood by their attention to public business; and accord- 
ingly it was contrived that a considerable part of the large revenues of 
Athens should be distributed among the citizens, in the form of wages 
for attendance in the courts of justice, the public assembly, and the 
council, and also on less valid grounds, for example, as money for the 
theatre. Those payments to the citizens for their share in the public 
business were quite new in Greece; and many well disposed persons 
considered the sitting and listening in the Pnyx and the courts of justice 
as an idle life in comparison with the labour of the ploughman and 
vinegrower in the country. Nevertheless, a considerable time elapsed 
before the bad qualities developed by these circumstances so far pre- 
vailed as to overcome the noble habits and tendencies of the Athenian 
character. For a long tite the industrious cultivators, the brave war- 


* Plat. Gorg. p. 515. E. 
+ Thucyd, II.121. Comp. Plutarch, Pericl. 9. 
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riors, and the men of old-fashioned morality were opposed, among the 
citizens of Athens, to the loquacious, luxurious, and dissolute eee 
tion who passed their whole time in the market-place and counis of 
justice. The contest between these two parties is the main subject of 
the early Attic comedy; and accordingly we shall recur to it in con- 
nexion with Aristophanes. 

§ 8. Literature and art, however, were not, during the Peloponnesian 
war, affected by the corruption of morals. The works of this period,— 
which the names of Aschylus, Sophocles, and Phidias are caicers to 
eall to our minds—exhibit not only a perfection of form, but also an 
elevation of soul and a grandeur of conception, which fill us almost 
with as much admiration for those whose minds were sufficiently ma- 
ture and strong to enjoy such works of art, as for those who produced 
them. Pericles, whose whole administration was evidently intended to 
diffuse a taste for genuine beauty among the people, could justly use 
the words attributed to him by Thucydides: ‘We are fond of beauty 
without departing from simplicity, and we seek wisdom without becom- 
ing effeminate*.’’ A step farther, and the love of genuine beauty gave 
place to a desire for evil pleasures, and the love of wisdom degenerated 
into a habit of idle logomachy. 

We now turn to the drama, the species of poetry which peculiarly 
belongs to the Athenians; and we shall here see how the utmost beauty 
and elegance were gradually developed out of rude, stiff, antique forms. 


CHAPTER XXI. 


§ 1. Causes of dramatic poetry in Greece. § 2. The invention of dramatic poetry 
peculiar to Greece. § 3. Origin of the Greek drama from the worship of Bac- 
chus. § 4 Earliest, or Doric form of tragedy, a choral or dithyrambic song in the 
worship of Bacchus. § 5. Connexion of the early tragedy with a chorus of satyrs. 
§ 6. Improvement of tragedy at Athens by Thespis; § 7. by Phrynichus ; 
§ 8. and by Cheerilus. Cultivation of the satyric drama by the latter, § 9. The 
satyric drama completely separated from tragedy by Pratinas. 


§ 1. Tue spirit of an age is, in general, more completely and faithfully 
represented by its poetry than by any branch of prose composition ; 
and, accordingly, we may best trace the character of the three different 
stages of civilization among the Greeks in the three grand divisions of 
their poetry. The epic poetry belongs toa period when, during the 


* Thucyd. TI. 40. Qiroxarodmev ne PET, ebreneins, wal piroropoupey dyev waraniag. 
The word sivas is not to be understood as if the Athenians did not expend large 
sums of public money upon works of art; what Pericles means is, that the Athenians 
admired the simple and severe beauty of art alone, without seeking after glitter and 


maguificence. 
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continuance of monarchical institutions, the minds of the people were 
impregnated and swayed by legends handed down from antiquity. 
Elegiac, iambic, and lyric poetry arose in the more stirring and agitated 
times which accompanied the development of republican governments ; 
times in which each individual gave vent to his personal aims and wishes, 
and all the depths of the human breast were unlocked by the inspirations 
of poetry. And now when, at the summit of Greek civilization, in the 
very prime of Athenian power and freedom, we see dramatic poetry 
spring up, as the organ of the prevailing thoughts and feelings of the 
time, and throwing all other varieties of poetry into the shade, we are 
naturally led to ask, how it comes that this style of poetry agreed so 
well with the spirit of the age, and so far outstripped its competitors 
in the contest for public favour ? 

Dramatic poetry, as the Greek name plainly declares, represents 
actions ; which are not (as in the epos) merely narrated, but seem to 
take place before the eyes of the spectator. Yet this external appear- 
ance cannot constitute the essential difference between dramatic and 
epic poetry: for, since the events thus represented do not really happen 
at the moment of their representation ; since the speech and actions of 
the persons in the drama are only a fiction of the poet, and, when suc- 
cessful, an illusion to the spectator; it would follow that the whole 
difference turned upon a mere deception. The essence of this style of 
poetry has a much deeper source ; viz., the state of the poet’s mind, 
when engaged in the contemplation of his subject. The epic poet 
seems to regard the events which he relates, from afar, as objects of 
caim contemplation and admiration, and is always conscious of the 
great interval between him and them; while the dramatist plunges, 
with his entire soul, into the scenes of human life, and seems himself to 
experience the events which he exhibits to our view. He experiences 
them in a two-fold manner: first, because in the drama, actions (as they 
arise out of the depths of the human heart) are represented as com- 
pletely and as naturally as if they originated in our own breasts ; se- 
condly, because the effect of the actions and fortunes of the personages 
upon the sympathies of other persons in the drama itself is exhibited 
with such force, that the listener feels himself constrained to like sym- 
pathy, and powerfully attracted within tbe circle of the drama. This 
second means, the strong sympethy in the action of the drama, was, at 
the time when this style of poetry was developing itself, by far the most 
important ; and hence arose the necessity of the chorus, as a partici- 
pator in the fortunes of the principal characters in the drama of this 
period. Another similar fact is that the Greek drama did not originate 
from the narrative, but from a branch of lyric poetry. The latter point, 
however, we shall examine hereafter. At present, we merely consider 
the fact that the drama comprehends and develops the events of human 
life with a force and depth which no other style of poetry can reach; 
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and that these admit only of a dramatic treatment, while outward nature 
is best described in epic and lyric poetry. 

§ 2. If we carry ourselves in imagination back to a time when dra- 
matic composition was unknown, we must acknowledge that its crea- 
tion required great boldness of mind. Hitherto the bard had only 
sung of gods and heroes, as elevated beings, from ancient traditions ; it 
was, therefore, a great change for the poet himself to come forward all 
at once in the character of the god or hero; in a nation which, even 
in its amusements, had always adhered closely to established usage. It 
is true that there is much in human nature which impels it to dramatic 
representations; namely, the universal love of imitating other persons, 
and the childlike liveliness with which a narrator, strongly impressed 
with his subject, delivers a speech which he has heard, or, perhaps, only 
imagined. Yet there isa wide step from these disjointed elements to the 
genuine drama; and it seems that no nation except the Greeks ever 
made this step. The Old Testament contains narratives interwoven 
with speeches and dialogues, as the Book of Job; and lyric poems 
placed in a dramatic connexion, as Solomon’s Song ; but we nowhere 
tind in this literature any mention of dramas aS. so called. The 
dramatic poetry of the Indians belongs to a time when there had 
been much intercourse between Greece and India; and the mysteries 
of the Middle Ages were grounded ‘upon a tradition, though a very 
obscure one, from antiquity. Even in ancient Greece and Italy, dra- 
matic poetry, and especially tragedy, attained to perfection only in 
Athens; and, even here, it was only exhibited at a few festivals of a 
single god, Dionysus ; while epic rhapsodies and lyric odes were recited 
on various oceasions. All this is incomprehensible, if we suppose dra- 
matic poetry to have originated in causes independent of the peculiar 
circumstances of the time and place. If a love of imitation, and a 
delight in disguising the real person under a mask, were the basis 
upon which this style of poetry was raised, the drama would have 
been as natural and as universal among men as these qualities are 
common to their nature. 

§ 3. A more satisfactory explanation of the origin of the Greek 
drama may be found in its connexion with the worship of the gods, 
and particularly that of Bacchus. The Greek worship contains a great 
number of dramatic elements. The gods were supposed to dwell in 
their temples, and participate in their festivals; and it was not con- 
sidered presumptuous or undecoming to represent them as acting like 
human beings. Thus, Apollo’s combat with the dragon, and his con- 
sequent flight and expiation, were represented by a noble youth of 
Delphi; in Samos the marriage of Zeus and Here was exhibited at the 
great festival of the goddess. The Eleusinian mysteries were (as an 
ancient writer expresses it*) ‘a mystical drama,” in which the his- 


* Clem. Alex. Protrept. p. 12. Potter 
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tory of Demeter and Cora was acted, like a play, by priests and 
priestesses; though, probably, only with mimic action, illustrated by a 
few significant sentences of a symbolic nature, and by the singing of 
hymns. There were also similar mimic representations in the worship 
of Bacchus; thus, at the Anthesteria at Athens, the wife of the second 
Archon, who bore the title of Queen, was betrothed to Dionysus in a 
secret solemnity, and in public processions even the god himself was 
represented by a man*. At the Beeotian festival of the Agrionia, 
Diovysus was supposed to have disappeared, and to be sought for 
among the mountains; there was also a maiden (representing one of 
the nymphs in the train of Dionysus), who was pursued by a priest, 
carrying a hatchet, and personating a being hostile to the God. This 
festival rite, which is frequently mentioned by Plutarch, is the origin 
of the fable, which occurs in Homer, of the pursuit of Dionysus and his 
nurses by the furious Lycurgus. 

But the worship of Bacchus had one quality which was, more than 
any other, calculated to give birth to the drama, and particularly to 
tragedy ; namely, the enthusiasm which formed an essential part of it. 
This enthusiasm (as we have already remarked+) proceeded from an 
impassioned sympathy with the events of nature, in connexion with 
the course of the seasons; especially with the struggle which Nature 
seemed to make in winter, in order that she might break forth in 
spring with renovated beauty: hence the festivals of Dionysus at 
Athens and elsewhere were all solemnised inthe months which were 
nearest to the shortest day{. The feeling which originally prevailed 
at these festivals was, that the enthusiastic participators in them be- 
lieved that they perceived the god to be really affected by the changes 
of nature; killed ordying, flying and rescued, reanimated or returning, 
victorious and dominant; and all who shared in the festival felt these 
joyful or mournful events, as if they were under the immediate influence 
of them. Now the great changes which took place in the religion, as 
well as in the general cultivation of the Greeks, banished from men’s 
minds the conviction that the happy or unhappy eveuts, which they be- 
wailed or rejoiced in, really occurred in nature before their eyes. Bac- 
chus, accordingly, was conceived as an individual, anthropomorphic, 
self-existing being ; but the enthusiastie sympathy with Dionysus and his 

* A beautiful slave of Nicias represented Dionysus on an oceasion of this kind: 


Plutarch, Nic. 3. Compare the description of the great Bacchi sl 
Ptolemy Philadelpbus in Athen. vy. p. 196, Sq: oie ieraiaab api ne 
+ Ch. 2. § 4. 


{ In Athens the months succeeded one another in the following order :—Posei 


deon, Gamelion (formerly Lenxon), Anthesterion, Elaphebolion ; these, according 
to Boeckh’s convincing demonstration, contained the Bacchic festivals of the lesser 
or country Dionysia, Lenwa, Authesteria, the greater or city Dionysia. In Delphi 
the three winter months were sacred to Dionysus (Plutarch de E, ap. Delphos, ¢. , 

hoe) 


and the great festival of Trieterica was celebrated ; i 
ee ated on Parnassus at the time of the 
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fortunes, as with real events, always remained. The swarm of subordi- 
nate beings—Satyrs, Panes, and Nymphs—by whom Bacchus was sur- 
rounded, and through whom life seemed to pass from the god of out- 
ward nature into vegetation and the animal world, and branch off into a 
variety of beautiful or grotesque forms, were ever present to the fancy 
of the Greeks; it was not necessary to depart very widely from the 
ordinary course of ideas, to imagine that dances of fair nymphs and bold 
satyrs, among the solitary woods and rocks, were visible to human eyes, 
or even in fancy to take a part in them. The intense desire felt by every 
worshipper of Bacchus to fight, to conquer, to suffer, in common with 
him, made them regard these subordinate beings as a convenient step by 
which they could approach more nearly to the presence of their divinity. 
The custom, so prevalent at the festivals of Bacchus, of taking the dis- 
guise of satyrs, doubtless originated in this feeling, and not in the mere 
desire of concealing excesses under the disguise of a mask ; otherwise, 
so serious and pathetic a spectacle as tragedy could never have origi- 
nated in the choruses of these satyrs. The desire of escaping from 
self, into something new and strange, of living in an imaginary world, 
breaks forth in a thousand instances in these festivals of Bacchus. It 
is seen in the colouring the body with plaster, soot, vermilion, and 
different sorts of green and red juices of plants, wearing goats and 
deer skins round the loins, covering the face with large leaves of dif- 
fereut plants ; and, lastly, in the wearing masks of wood, bark, and 
other materials, and of a complete costume belonging to the character. 

§ 4. These facts seem to us to explain how the drama might na- 
turally originate from the enthusiasm of the worship of Bacchus, as a 
part of his festival ceremonies. We now come to consider the direct 
evidence respecting its origin. The learned writers of antiquity agree 
in stating that tragedy, as well as comedy, was originally a choral 
song.* It is a most important fact in the history of dramatic poetry, 
that the lyric portion, the song of the chorus, was the original part of it. 
The action, the adventure of the god, was pre-supposed, or only sym- 
bolically indicated by the sacrifice : the chorus expressed their feelings 
upon it. ‘This choral song belonged to the class of dithyrambs ; Aris- 
totle says that tragedy originated with the singers of the dithyramb.t 
The dithyramb was, as we have already seen,{ an enthusiastic ode to 
Bacchus, which had in early time been sung at convivial meetings by 
the drunken revellers, but, after the time of Arion (about 8. c. 620), was 
regularly executed by a chorus. The dithyramb was capable of ex- 
pressing every variety of feeling excited by the worship and mythology 


* One passage will serve for many: Euanthius de trag@dia et comeedia, c. 2. 
Comeedia fere vetus, ut ipsa quoque olim tragodia, simplex fuit carmen, quod cho- 
rus circa aras fumantes nunc spatiatus, nunc consistens, nunc revolyens gyros, cum 
tibicine concinebat. ; 

+ Aristot. Poet. 4. dard ray Laoxdvrav rov dibvoauBov. 


+ Ch XIV. § 7. 
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of Bacchus. There were dithyrambs of a gay and joyous tone, cele- 
brating the commencement of spring ; but tragedy, with its solemn and 
gloomy character, could not have proceeded from these. The dithy- 
ramb, from which tragedy probably took its origin, turned upon the 
sorrows of Dionysus. This appears from the remarkable account of 
Herodotus, that in Sicyon, in the time of the tyrant Cleisthenes (about 
600 B.c.), tragic choruses had been represented, which celebrated the 
sorrows, not of Dionysus, but of the hero Adrastus; and that Clei- 
sthenes restored these choruses to the worship of Dionysus.* This 
shows, not only that there were at that time tragic choruses, but also 
that the subject of them had been changed from Dionysus to other 
heroes, especially those who were distinguished by their misfortunes and 
sufferings. The reason why sometimes the dithyramb,f and afterwards 
tragedy, was transferred from Dionysus to heroes, and not to other 
gods of the Greek Olympus, was that the latter were elevated above 
the chances of fortune, and the alternations of joy and grief, to which 
both Dionysus and the heroes were subject. The date given by Hero- 
dotus agrees well with the statement of the ancient grammarians, 
that the celebrated dithyrambic poet, Arion (about 550 B. c.), invented 
the tragic style (rpaytcde rpdzoc); evidently the same variety of dithyramb 
as that usual in Sicyon in the time of Cleisthenes. This narrative also 
gives some probability to the tradition of a tragic author of Sicyon, 
named Epigenes, who lived before the time of the Athenian dramatists ; 
from the perplexed and, in part, corrupt notices of him it is conjectured 
that he was the first who transferred tragedy from Dionysus to other 
persons. 

§ 5. In attempting to form a more precise conception of the ancient 
tragedy, when it still belonged exclusively to the worship of Bacchus, 
we are led by the statement of Aristotle, “that tragedy originated with 
the chief singers of the dithyramb,” to suppose that the leaders of the 
chorus came forward separately. It may be conjectured that these, either 
as representatives of Dionysus himself, or as messengers from his train, 
narrated the perils which threatened the god, and his final escape from 
or triumph over them ; and that the chorus then expressed its feelings, 
as at passing events. The chorus thus naturally assumed the character 
of satellites of Dionysus; whence they easily fell into the parts of 
satyrs, who were not only his companions in sportive adventures, but 
_ also in combats and misfortunes ; and were as well adapted to express 
terror or fear, as gaiety or pleasure. It is stated by Aristotle and many 
grammarians, that the most ancient tragedy bore the character of a 


* H.rod.v. 67. ca rddsa abrod rguyixoios wovedias tryigasgoy, cov ty Aisyuooy ob riycav= 
res, Tov ds "Adonarov. Krtsobévns 38 xogods uty cw Awyicw axtdwxe. Whether drtdwxe is 
translated, ““ He gave them back,” or “ He gave them as something due,” the result 
. Is the same. 

+ There was a dithyramb, entitled Memnon, composed by Simonides, Strabo, xv. p: 
728 Above, chap. xiv., § 11. 
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sport of satyrs; and the introduction of satyrs into this species of poetry 
is ascribed to Arion, who is said to have invented the tragic dithyramb. 
The name of dragedy, or goat’s song, was even by the ancients derived 
from the resemblance of the singers, in their character of satyrs, to 
goats. Yet the slight resemblance in form between satyrs and goats 
could hardly have given a name to this kind of poetry; it is far more 
probable that this species of dithyramb was originally performed at the 
burnt sacrifice of a goat; the connexion of which with the subject of 
the earliest tragedy can only be explained by means of mythological 
researches foreign to the present subject.* 

Thus far had tragedy advanced among the Dorians, who therefore 
considered themselves the inventors of it. All its further development 
belongs to the Athenians ; while among the Dorians it seems to have 
been long preserved in its original lyric form. Doubtless tragic dithy- 
rambs of the same kind as those in Sicyon and Corinth continued for 
a long time to be sung in Athens; probably at the temple of Bacchus, 
called Leneum, and the Lenzan festival, with which all the genuine 
traditions respecting the origin of tragedy were connected. Moreover, 
the Lenzan festival was solemnized exactly at the time when, in other 
parts of Greece, the sorrows of Dionysus were bewailed. Hence in 
later times, when the dramatic spectacles were celebrated at the three 
Dionysiac festivals of the year, tragedy preceded comedy at the Lenexa, 
and followed immediately after the festival procession; while both at 
the greater and lesser Dionysia, comedy, which came after a great 
carousal, was first, and was followed by tragedy.f At these festivals, 
before the innovations of Thespis, when the chorus had assembled round 
the altar of Dionysus, an individual from the midst of the chorus is said 
to have answered the other members of the chorus from the sacrificial 
table (é\edc) near the altar; that is to say, he probably imparted to 
them in song the subjects which excited and guided the feelings ex- 


pressed by the chorus in its chants. 

* We here reject the common account (adopted, among other writers, by Horace) 
of the invention of comedy at the vintage, the faces smeared with lees of wine, the 
waggon with which Thespis went round Attica, and so forth; since all these arise 
from a confusion between the origin of comedy and tragedy. Comedy really ori- 
ginated at the rural Dionysia, or the vintage festival (see ch. XXVII.). Avistophanes 
calls the comic poets of his own time dee-singers (revyyds), but he never gives this 
name to the tragic poets and actors. The wagyon suits not the dithyramb, which 
was sung by a standing chorus, but a procession, which occurred in the earliest form 
of comedy; moreover, in many festivals, there was a custom of throwing out jests 
and scurrilous abuse from a waggon (cxapyare aaa). It is only by completely 
avoiding this error (which rests on a very natural confusion) that it is possible to 
reconcile the earliest history of the drama with the best testimonies, especially that 
of Aristotle. : ; 

+ According to the very important statements concerning the parts of these fes- 
tivals, which are in the documents cited in the speech of Demosthenes against 
Midias. Of the Lenea it is said, 4 tx} Anvely mommn x0) of remy qool weal ak menuaidai j 
of the greater Dionysia, rois ty dors: Auovucion h mourn nah oi wuides nai 6 xaos xa) ob 
xupweoi xe) of rourywdot ; of the lesser Dionysia in the Piraeus, 4 roern rq Avvirw tv 
Theigasi rock of napewdal wal o| renryuddl. 
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§ 6. The ancients, however, are agreed that Thespis first caused 
tragedy to become a drama, though a very simple one. In the time of 
Pisistratus (B. c. 536), Thespis made the great step of connecting with 
the choral representation (which had hitherto at most admitted an in- 
terchange of voices) a regular dialogue, which was only distinguished 
from the language of common life by its metrical form and by a more 
elevated tone. For this purpose, he joined one person to the chorus, 
who was the first actor.* Now according to the ideas which we have 
formed from the finished drama, one actor appears to be no better than 
none at all. When however it is borne in mind, that, according to the 
constant practice of the ancient drama, one actor played several parts in 
the same piece (for which the linen masks, introduced by Thespis, must 
have been of great use) ; and moreover, that the chorus was combined 
with the actor, and could maintain a dialogue with him, it is easy to see 
how a dramatic action might be introduced, continued and concluded 
by the speeches inserted between the choral songs. Let us, for example, 
from among the pieces whose titles have been preserved,t take the Pen- 
theus. Inthis, the single actor might appear successively as Dionysus, 
Pentheus, a Messenger, and Agave, the mother of Pentheus; and, in 
these several characters, might announce designs and intentions, or re- 
late events which could not conveniently be represented, as the murder 
of Pentheus by his unfortunate mother, or express triumphant joy at the 
deed; by which means he would represent, not without interesting 
scenes, the substance of the fable, as it is given in the Bacche of Euri- 
pides. Messengers and heralds probably played an important part in 
this early drama (which, indeed, they retained to a considerable extent 
in the perfect form of Greek tragedy ;) and the speeches were probably 
short, as compared with the choral songs, which they served to explain. 
In the drama of Thespis, the persons of the chorus frequently repre- 
sented satyrs, as well as other parts; for, before the satyric drama had 
acquired a distinctive character, it must have been confounded with 
tragedy. 

The dances of the chorus were still a principal part of the perform- 
_ance; the ancient tragedians in general were teachers of dancing, (or, 

as we should say, ballet-masters,) as well as poets and musicians. 

In the time of Aristophanes, (when plays of Thespis could scarcely 
be represented upon the stage,) the dances of Thespis were still per- 
formed by admirers of the ancient style. Moreover, Aristotle remarks 
that the earliest tragedians used the long trochaic verse (the trochaic 
tetrameter) in the dialogue more than the iambic trimeter; now the 
former was peculiarly adapted to lively, dance-like gesticulations.§ 


x Called dmoxgirns, trom vroxgiveréas. because he answered the songs of the chorus. 
+ The funeral games of Pelias or Phorbas, the Priests, the Youths, Pentheus. 
¢ Aristoph. Vesp. 1479. 


§ This is alsv confirmed by the passage of Aris oph. Pac, 322 
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These metres were not invented by the tragic poets, but were borrowed 
by them from Archilochus, Solon, and other poets of this class,* and 
invested with the appropriate character and expression. Probably the 
tragic poets adopted the lively and impassioned trochaic verse, while 
the comie poets adopted the energetic and rapid iambic verse, formed 
for jest and wrangling ; the latter seems to have only obtained gra- 
dually, chiefly through Eschylus, the form in which it seemed a fitting 
metre for the solemn and dignified language of heroes.+ 

§ 7. In Purynricnus likewise, the son of Polyphradmon, of Athens, 
who was in great repute on the Athenian stage from Olymp. 67. 1. 
(8. c. 512), the lyric predominated over the dramatic element. He, 
like Thespis, had only oue actor, at least until Aschylus had established 
his innovations ; but he used this actor for different, and especially for 
female parts. Phrynichus was the first who brought female parts upon 
the stage (which, according to the manners of the ancients, could only 
be acted by men) ; a fact which throws a light upon his poetical cha- 
racter. The chief excellence of Phrynichus lay in dancing and lyric 
compositions ; if his works were extant, he would probably seem to us 
rather a lyric poet of the Aolian school than a dramatist. His tender, 
sweet, and often plaintive songs were still much admired in the time 
of the Pelopounesian war, especially by old-fashioned people. The 
chorus, as may be naturally supposed, played the chief part in his 
drama ; and the single actor was present in order to furnish subjects on 
which the chorus should express its feelings and thoughts, instead of the 
chorus being intended to illustrate the action represented upon the 
stage. It appears even that the great dramatic chorus (which originally 
corresponded to the dithyrambic) was distributed by Phrynichus into 
subdivisions, with different parts, in order to produce alternation and 
contrast in the long lyric compositions. ‘Thus in the famous play of 
Phrynichus, entitled the Pheniss@ (which he brought upon the stage in 
Olymp. 75, 4, B.c. 476, and in which he celebrated the exploits of 
Athens in the Persian war),{ the chorus consisted in part, as the name 
of the drama shows, of Pheenician women from Sidon and other cities of 
the neighbourhood, who had been sent to the Persian court ;§ but an- 


Civ mks SoS. 

+ The fragments preserved under the name of Thespis are indeed iambic trime- 
ters; but they are evidently taken from the pieces composed by Herachides Ponticus 
in his name. See Diog. Laert. V. 92. 


t It is related that Phrynichus composed a piece in Olymp. 75. 4, (n. c. 477) for 
a tragic chorus, which Themistocles had furnished as choregus. Bentley has con- 
jectured with much probability that this piece was the Phonisse, tu which Phry~ 
nichus dwelt on the merits of Themistocles. Among the titles of the plays of 
Phrynichus in Suidas, 2éwx0, “the consultors or deliberators,”’ probably desig- 
nates the Phenisse, which would otherwise be wanting. 

§ The chorus of Phenician women sang at its entrance :—3dduey adore dumcvoc 
xai Jeorsoey”Agadov, as may be seen from the Scho!. Aristoph. Vesp. 220 and Hesych. 
in yAvxeeg Lidovia. 
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other part of it was formed of noble Persians, who in the king’s absence 
consulted about the affairs of the kingdom. For we know that at the 
beginning of this drama (which had a great resemblance to the Perszans 
of JEschylus) a royal eunuch and carpet-spreader* came forward, who 
prepared the seats for this high council, and announced its meeting. 
The weighty cares of these aged men, and the passionate laments or 
the Phoenician damsels who had been deprived of their fathers or 
brothers by the sea-fight, doubtless made a contrast, in which one of 
the main charms of the drama consisted. It is remarkable that Phry- 
nichus, in several instances, deviated from mythical subjects to subjects 
taken from contemporary history. In a former drama, entitled the 
Capture of Miletus, he represented the calamities which had befallen 
Miletus, the colony and ally of Athens, at the Persian conquest, after 
the Ionic revolt (B.c. 498). Herodotus relates that the whole theatre 
was moved by it to tears; notwithstanding which the people afterwards 
sentenced him to a considerable fine “for representing to them their 
own misfortunes ;” a remarkable judgment of the Athenians concerning 
a work of poetry, by which they manifestly expected to be raised into a 
higher werld, not to be reminded of the miseries of the present life. 

§ 8. Contemporary with Phrynichus on the tragic stage was CH@- 
RILUS, a prolific and, for a long time, active poet; since he came tor- 
ward so early as the 64th Olympiad (s.c. 524), and maintained his 
ground not. only against Aischylus, but even for some years against 
Sophocles. The most remarkable fact known with regard to this poet 
is, that he excelled in the satyric drama,t which had therefore in his 
time been separated from tragedy. For as tragedy constantly inclined 
to heroic fables, in preference to subjects connected with Dionysus, and 
as the rude style of the old Bacchic sport yielded to a more dignified 
and serious mode of composition, the chorus of satyrs was no longer 
an appropriate accompaniment. But it was the custom in Greece to 
retain and cultivate all the earlier forms of poetry which had anything 
peculiar and characteristic, together with the newer varieties formed 
from them. Accordingly a separate Salyric Drama was developed, in 
addition to tragedy; and, for the most part,f three tragedies and one 
satyric drama at the conclusion, were represented together, forming a 
connected whole. This satyric drama was not a comedy, but (as an 
ancient author aptly describes it) a playful tragedy. § Its subjects 
were taken from the same class of adventures of Bacchus and the 
heroes, as tragedy; but they were so treated in connexion with rude 
objects of outward nature, that the presence and participation of rustic, 

* grearns. 

+ According to the verse: “Hvixa wiv Baoirsds fy Kolgidos ty cardons. 

} For the most part, I say; for we shall see, when we come to the Alcestis of 
Euripides, that tetralogies occur, composed of tragzedics aloue. 

§ MeiCovoc Tee ywoke, Demetrius de Elocut, § 169. Comp. Hor. Art. P. 231, 
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petulant satyrs seemed quite appropriate. Accordingly, all scenes from 
free, untamed nature, adventures of a striking character, where strange 
monsters or savage tyrants of mythology are overcome by valour or 
stratagem, belong to this class; and in such scenes as these the satyrs 
could express various feelings of terror and delight, disgust and desire, 
with all the openness and unreserve which belong to their character. 
All mythical subjects and characters were not therefore suited to the 
satyric drama. The character best suited to this drama seems to have 
been the powerful hero Hercules, an eater and drinker and boon com- 
panion, who, when he is in good humour, allows himself to be amused 
by the petulant sports of satyrs and other similar elves. 

§ 9. The complete separation of the satyric drama from the other 
dramatic varieties is attributed by ancient grammarians to PraTINnas oF 
Putius, and therefore a Dorian from Peloponnesus, although he came 
forward in Athens as a rival of Cheerilus and Aischylus about Olymp. 
70 (e.c. 500), and probably still earlier. He also wrote lyric poems of 
the hyporchematic kind, * which are closely connected with the satyric 
drama; +t and he moreover composed tragedies ; but he chiefly excelled 
in the satyric drama, in the perfecting of which he probably followed 
native masters: for Phlius was a neighbour of Corinth and Sicyon, 
which produced tlie tragedy of Arion and Epigenes, represented by 
satyrs. He bequeathed his art to his son Aristeas, who, like his father, 
lived at Athens as a privileged alien, and obtained great fame on the 
Athenian stage in competition with Sophocles. The satyric pieces of 
these two Phliasians were considered, together with those of Aischylus, 
as the best of their kind. 

We are now come to the point where /schylus appears on the tragic 
stage. Tragedy, as he received it, was still an infant, though a vigorous 
one; when it passed from his hands it had reached a firm and goodly 
youth. By adding the second actor, he first gave the dramatic element 
its due development; and at the same time he imparted to the whole 
piece the dignity and elevation of which it was susceptible. 

We should now proceed immediately to this first great master of the 
tragic art, if it were not first necessary, for the purpose of forming a 
correct conception of his tragedy, to obtain a distinct idea of the ex- 
ternal appearance of this species of dramatic representation, and of the 
established forms with which every tragic poet must comply. Much 
may indeed be gathered from the history of the origin of the tragic 
drama; but this is not sufficient to give a full and lively notion of the 
manner in which a play of Aischylus was represented on the stage, and 
of the relation which its several parts bore to each other. 


* See ch. XII. § 10. 
+ Perhaps the byporcheme in Athen, XIV. p. 617, occurred in a satyric drama. 
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CHAPTER XXII. 


§ 1. Ideal character of the Greek tragedy ; splendid costume of the actors. § 2. 
Cothurnus; masks. § 3. Structure of the theatre. § 4, Arrangement of the 
orchestra in connexion with the form and position of the chorus. § 5. Form of 
the stage, and its meaning in tragedy. § 6. Meaning of the entrances of the 
stage. § 7. The actors; limitation of their number. § 8. Meaning of the 
protagonist, deuteragonist, tritagonist. § 9. The changes of the scene incon- 
siderable; ancient tragedy not being a picture of outward acts. § 10. Eecy- 
clema. § 11, Composition of the drama from various parts; songs of the 
entire chorus. § 12. Division of a trazedy by the choral songs. § 13. Songs 
of single persons of the chorus and of the actors. § 14. Parts of the drama 
intermediate between song and speech. § 15, Speech of the actors; arrange- 
ment of the dialogue and its metrical form. 


§ 1. Ws shall now endeavour to arrive at a distinct conception of the 
peculiar character of ancient tragedy, as it appeared in those stable 
forms which the origin and taste of the Greeks impressed upon it. 

The tragedy of antiquity was perfectly different from that which, in 
progress of time, arose among other nations ;—a picture of human life 
agitated by the passions, and corresponding, as accurately as possible, 
to its original in all its features. Ancient tragedy departs entirely 
from ordinary life ; its character is in the highest degree ideal. 

We must observe, first, that as tragedy, and indeed dramatic exhibi- 
tions generally, were seen only at the festivals of Bacchus,* the cha- 
ra ter of these festivals exercised a great influence on the drama. It 
retained a sort of Bacchic colouring; it appeared in the character of a 
Bacchic solemnity and diversion; and the extraordinary excitement of 
all minds at these festivals, by raising them above the tone of everyday 
existence, gave both to the tragic and the comic muse unwonted energy 
and fire. 

The costume of the persons who represented tragedy was far removed 
from that free and natural character which we find raised to the per- 
fection of beauty by the Greeks in the arts of design. It was a Bacchic 
festal costume. Almost all the actors in a tragedy wore long striped 
garments, reaching to the ground,t over which were thrown upper 


* In Athens new tragedies were acted at the Lena and the great Dionysia; the 
latter being a most brilliant festival, at which the allies of Athens and many 
foreigners were also present. Old tragedies also were acted at the Lenza; and none 
but old opes were acted at the lesser Dionysia. These facts appear, in great mea- 
sure, from the didascali@ ; that is, registers of the victories of the lyric aud dramatic 
poets as teachers of the chorus (yogod3éox2A0), from which, through the learned 
writers of antiquity, much has passed into the commentaries on the remains of Greek 
poetry, especially the arguments prefixed to them. 

+ xiravis wodviges, wrorci. 
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garments* of purple or some other brilliant colour, with all sorts of gay 
trimmings and gold ornaments; the ordinary dress at Bacchic festal 
processions and choral dances.+ Nor was the Hercules of the stage 
represented as the sturdy athletic hero whose huge limbs were only 
concealed by a lion’s hide; he appeared in the rich and gaudy dress 
we have described, to which his distinctive attributes, the club and the 
bow, were merely added. The choruses, also, which were furnished by 
wealthy citizens under the appellation of choregi, in the names of the 
tribes of Athens, vied with each other in the splendour of their dress 
and ornaments, as well as in the excellence of their singing and dancing. 

§ 2. The chorus, which came from among the people at large, and 
which always bore a subordinate part in the action of the tragedy, was 
in no respect distinguished from the stature and appearance of ordinary 
men.f On the other hand, the actor who represented the god or hero, 
in whose fate the chorus was interested, needed to be raised, even to the 
outward sense, above the usual dimensions of mortals. A tragic actor 
was a very strange, and, according to the taste of the ancients themselves 
at a later period, a very monstrous being.§ His person was lengthened 
out considerably beyond the ordinary proportions of the human figure ; 
in the first place by the very high soles of the tragic shoe, the cothurnus, 
and secondly by the length of the tragic mask, called onkos ; and the 
chest and body, arms and legs, were stuffed and padded to a corre- 
sponding size. It was impossible that the body should not lose much 
of its natural flexibility, and that many of those slighter movements 
which, though barely perceptible, are very significant to the attentive 
observer, should not be suppressed. It followed that tragic gesticulation 
(which was regarded by the ancients themselves as one of the most im- 
portant parts of the art) necessarily consisted of stiff, angular move- 
ments, in which little was left to the emotion or the inspiration of the 
moment. The Greeks, prone to vehement and lively gesticulation, had 
constructed a system of expressive gesture, founded on their tem- 
perament and manners. On the tragic stage this seemed raised to its 
highest pitch, corresponding always with the powerful emotions of the 
actors. 

Masks, also, which originated in the taste for mumming and dis- 
guises of all sorts, prevalent at the Bacchic festivals, had become an 


* jude and xhopudes. 

+ This is evident from the detatled accounts of Pollux IV. c. 18, as well as from 
works of ancient art, representing scenes of tragedies, especially the mosaics in the 
Vatican, edited by Millin. See Description d’une Mosaique antique du Musée Pio- 
Clémentin 4 Rome, représentant des scenes de tragédies, par A. L. Millin, Panis, 
1819. 

{ The opposition of the chorus and the scenic actors is generally that of the 
Homeric Aas and dvaxres. 

§ ‘Ms sDexcbhs nai PoBegiv bapa, is the remark of Lucian de Saltat. c. 27, upon a 
tragic actor. 
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indispensable accompaniment to tragedy. They not only concealed the 
individual features of well-known actors, and enabled the spectators 
entirely to forget the performer in his part, but gave to his whole aspect 
that ideal character which the tragedy of antiquity demanded. The tragic 
mask was not, indeed, intentionally ugly and caricatured, like the comic ; 
but the half-open mouth, the large eye-sockets, the sharply-defined fea- 
tures, in which every characteristic was presented in its utmost strength, 
the bright and hard colouring, were calculated to make the impression 
of a being agitated by the emotions and the passions of human nature 
in a degree far above the standard of common life. The loss of the usual 
gesticulation was not felt in ancient tragedy; since it would not have 
been forcible enough to suit the conception of an ancient hero, nor 
would it have been visible to the majority of the spectators in the vast 
theatres of antiquity. The unnatural effect which a set and uniform 
cast of features would produce in tragedy of varied passion and action, 
like ours, was much less striking in ancient tragedy ; wherein the prin- 
cipal persons, once forcibly possessed by certain objects and emotions, 
appeared through the whole remaining piece in a state of mind which 
was become the habitual and fundamental character of their existence. 
It is possible to imagine the Orestes of AMschylus, the Ajax of Sopho- 
cles, the Medea of Euripides, throughout the whole tragedy with the 
same countenance, though this would be difficult in the case of Hamlet 
or ‘Tasso. The masks could, however, be changed between the acts, 
so as to represent the necessary changes in the state or emotions of the 
persons. Thus in the tragedy of Sophocles, after King Gidipus knows 
the extent of his calamity and has executed the bloody punishment on 
himself, he appeared in a different mask from that which he wore in the 
confidence of virtue and of happiness. 

We shall not enter into the question whether the masks of the ancients 
were also framed with a view to increase the power of the voice. It is, 
at least, certain that the voices of the tragic actors had a strength and 
a metallic resonance, which must have been the result of practice, no 
less than of natural organization, Various technical expressions of the 
ancients denote this sort of tone, drawn from the depth of the chest,* 
which filled the vast area of the theatre with a monotonous sort of 
chant. This, even in the ordinary dialogue, had more resemblance to 
singing than to the speech of common life; and in its unwearied uni- 
formity and distinctly measured rhythmical cadence, must have seemed 
like the voice of some more powerful and exalted being than earth could 
then produce, resounding through the ample space. 

§ 3. But before we examine further into the impressions which the 
ear received from the tragedy of antiquity, we must endeavour to 
complete the outline of those made upon the eye; and to give such an 


* Mou Psiv. AapuyyiGew, especially AnxubiGev, regigdew rée iepePeie in Lucian. 
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account of the place of representation and the scenic arrangements as 
properly belongs to a history of literature. The ancient theatres were 
stone buildings of enormous size, calculated to accommodate the whole 
free and adult population of a Greek city at the spectacles and festal 
games ; for example, the 16,000 Athenian citizens, with the educated 
women and many foreigners. These theatres were not designed ex- 
clusively for dramatic poetry ; choral dances, festal processions, and 
revels, all sorts of representations of public life and popular assemblies, 
were held in them. Hence we find theatres in every part of Greece, 
though dramatic poetry was the peculiar growth of Athens. Much, 
however, in theatrical architecture, such as it became in Athens, where 
the forms were determined by fixed rules, can only be explained by the 
adaptation of those forms to dramatic exhibitions. 

The Athenians began to build their stone theatre in the temple of 
Dionysus on the south side of the citadel,* in Olymp. 70. 1. B.c. 500; 
the wooden scaffolding, from which the people had heretofore witnessed 
the games, having fallen down in that year. It must very soon have 
been so far completed as to render it possible for the master-pieces of 
the three great tragedians to be represented in it; though perhaps the 
architectural decorations of all the parts were finished later. As early 
as the Peloponnesian war, singularly beautiful theatres were built in 
Peloponnesus and Sicily. 

§ 4. The whole structure of the theatre, as well as the drama itself, 
may be traced to the chorus, whose station was the original centre of 
the whole performance. Around this all the rest was grouped. The 
orchestra (which occupied a circular level space in the centre, and, at the 
same time, at the bottom of the whole building) grew out of the chorus, 
or dancing place, of the Homeric times ;t a level smooth space, large 
and wide enough for the unrestrained movements of a numerous band 
of dancers. ‘Ihe altar of Dionysus, around which the dithyrambiec 
chorus danced in a circle, had given rise to a sort of raised platform 
in the centre of the orchestra, the Thymele, which served as resting 
place for the chorus when it took up a stationary position. It was used 
in various ways, according to purposes required by the particular tra- 
gedy ; whether as a funereal monument, a terrace with altars, We.} 


y , 
* To ty Asayicov btorpoy Or ra Aiywoov beorpoy. 


+ Above, ch. III. § 6. 

t It is sufficient here briefly to remark, that the form of the ancient Attic theatre 
should not be confounded with that usual in the Macedonian period, in Alexandiia, 
Antiochia, and similar cities. In the latter, the original orchestra was divided into 
halves, and the half which was nearest the stage, was, by means of a platform of 
bo.rds, converted ito a spacious inferior stage, upon which the mimes or planipe- 
darii, as well as musicians and dancers, played ; while the stage, strictly su called, 
continued to be appropriated to the tragic and comic actors. This division of the 
orchestra was then called ¢hymede, or even orchestra, in the limited sense of the 


word, 
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The chorus itself, in its transition from lyric to dramatic poetry, had 
undergone a total change of form. As a dithyrambic chorus, it moved 
in a ring around the altar which served as a centre, and had a com- 
pletely independent character and action. As a dramatic chorus, it 
was connected with the action of the stage, was interested in what was 
passing there, and must therefore, of necessity, front the stage. Hence, 
according to the old grammarians, the chorus of the drama was qua- 
drangular, ¢.e., arranged so that the dancers, when standing in their 
regular places in rows and groups (oréxot and {vya), formed right 
angles. In this form it passed through the wide side-entrances of the 
orchestra (the wdpodoc) into the centre of it, where it arranged itself 
between the thymele and the stage in straight lines. The number of 
dancers in the tragic chorus was probably reduced fiom fifiy, the 
number of the choreute in the dithyrambic chorus, in the following 
manner. First, a quadrangular chorus, of forty-eiglit persons, was 
formed ; and this was divided into four parts or sets which met toge- 
ther. This hypothesis will explain many difficulties ; for example, how 
it is that, at the end of the Eumenides of Aischylus, two separate 
choruses, the Furies and the festa] train, come on the stage together.* 
The chorus of Aschylus accordingly consisted of twelve persons; at a 
later period Sophocles increased them to fifteen, which was the regular 
number in the tragedies of Sophocles and Euripides.+ 

The places occupied by the choral dancers were all determined by 
established usages, the main object of which was to afford the public 
the most favourable view of the chorus, and to bring into the foreground 
the handsomest and best dressed of the choreute. The usual moye- 
ments of the tragic chorus were solemn and stately, as beseemed the 
dignified venerable persons, such as matrons and old men, who fre- 
quently appeared in them. The tragic style of dancing, called Emme- 
leia, is described as the most grave and solemn of the public dances. 

§ 5. Although the chorus not only sang alone, when the actors had 
quitted the stage, but sometimes sang alternately with the persons of 
the drama, and sometimes entered into dialogue with them, yet it did 
not, in general, stand on the same level with them, but on a raised 
stage or platform, considerably higher than the orchestra. But as the 
orchestra and the stage were not only contiguous, but joined, our in- 
formation on this point is by no means so clear as might be wished. 
To the eye of the spectator the relation in which the persons of the 
drama stood to the chorus was determined by their appearance; the 


* The same fact also throws a light on the number of the chorus of comedy, 


twenty-four, This was half the tragic chorus, since comedies were not acted by 
fours, but singly. 


+ The accounts of the ancient grammarians respecting the arrangements of the 
chorus refer to the chorus of fifteen persons; as their accounts respecting the 
arrangements of the stage refer to the three actors. The reason was, that the form 
of the Aischylean tragedy had become obsolete. 


LITERATURE OF ANCIENT GREECE, 301 


former, heroes of the mythical world, whose whole aspect bespoke some- 
thing mightier and more sublime than ordinary humanity ; the latter, 
generally composed of men of the people, whose part it was to show the 
impression made by the incidents of the drama on lower and feebler 
minds; and thus, as it were, interpret them to the audience, with 
whom they owned a more kindred nature. The ancient stage was 
remarkably long, but of little depth. It was but a small segment cut 
from the circle of the orchestra; but it extended on either side so far 
that its length was nearly double the diameter of the orchestra.* This 
form of the s'age is founded on the artistical taste of the ancients gene- 
rally ; and again, influenced their dramatic representation in a remark- 
able manner. As ancient sculpture delighted above all things in the 
long lines of figures, which we see in the pediments and friezes, and 
as even the painting of antiquity placed single figures in perfect outline 
near each other, but clear and distinct, and rarely so closely grouped as 
that one intercepted the view of another; so also the persons on the 
stage, the heroes and their attendants (who were often numerous), stood 
in long rows on this long and narrow stage. The persons who came 
from a distance were never seen advancing from the back of the stage, 
but from the side, whence they often had to walk a considerable dis- 
tance before they reached the centre where the principal actors stood. 
The oblong space which the stage formed was inclosed on three sides 
by high walls, the hinder one of which alone was properly called the 
Scene, the narrow walls on the right and left were styled Parascenza, 
the stage itself was called in accurate language, not scene, but Pro- 
scenium, because it was in front of the scene. Scene properly means 
a tent or hut, and such was doubtless erected of wood by the earliest 
beginners of dramatic performances, to mark the dwelling of the prin- 
cipal person represented by the actor. Out of this he came forth into 
the open space, and into this he retired again. 

And although this poor and small hut at length gave place to the 
stately scene, enriched with architectural decorations, yet its purpose 
and destination remained essentially the same. It was the dwelling of 
the principal person or persons ; the proscenium was the space in front 
of it, and the continuation of this space was the orchestra. Thus the 
scene might represent a camp with the tent of the hero, as in the Ajax 
of Sophocles; a wild region of wood and rock, with a cave for a 
dwelling place, as in the Philoctetes; but its usual purport and deco- 


* Those readers who wish for more precise information about architectural mea- 
sures and proportions may cousult the beautiful plan given by Donaldson, in the 
supplemental volume to Stuart’s Antiquities of Athens, London, 1830, p. 33, It 
should, however, be observed, that the projecting sides of the proscenium, which 
Donaldson has assumed with Hirt, ure nut supported by any ancient testimony, nor 
can they be justified by any requirement of the dramatic representations of the 
Greeks. The space required for these projections ought rather to be allotted to the 
side entrances of the orchestra, the ré030. 
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ration were the front of a chieftain’s palace with its colonnades, roofs 
and towers, together with all the accessory buildings which could be 
erected on the stage, with more or less of finish and of adaptation to 
the special exigencies of the tragedy. Sometimes also it exhibited a 
temple, with the buildings and arrangements appertaining to a Grecian 
sanctuary. But in every case it is the front alone of the palace or the 
temple that is seen, not the interior. 

In the life of antiquity, everything great and important, all the main 
actions of family or political interest, passed in the open air and in the 
view of men. Even social meetings took place rather in public halls, 
in market-places and streets, than in rooms and chambers; and the 
habits and actions, which were confined to the interior of a house, were 
never regarded as forming subjects for public observation. Accord- 
ingly, it was necessary that the action of the drama should come 
forth from the interior of the house; and tragic poets were compelled 
to comply strictly with this condition in the invention and plan of their 
dramatic compositions. 'The heroic personages, when about to give 
utterance to their thoughts and feelings, came forth into the court in 
front of their houses. From the other side came the chorus out of the 
city or district in which the principal persons dwelt ; they assembled, 
as friends or neighbours might, to offer their counsel or their sym- 
pathy to the principal actors on the stage, on some open space; often 
a market-place designed for popular meetings; such as, in the monar- 
chical times of Greece, was commonly attached to the prince’s palace. 

Far from shocking received notions, the performance of choral dances 
in this place was quite in accordance with Greek usages. Anciently, 
these market-places were specially designed for numerous popular 
choruses; they even themselves bore the name of choruws.* When the 
stage and the whole theatre had been adapted for this kind of repre- 
sentation, it was necessary that comedy also should conform to it; even 
in those productions which exclusively represented the incidents and 
passions of private and domestic life. In the imitations of the later 
Attic comedy which we owe to Plautus and ‘Terence, the stage repre- 
sents considerable portions of streets; the houses of the persons of the 
drama are distinguishable, interspersed with public buildings and 
temples; every thing is arranged by the poet with the utmost attention 
to effect ; and generally to nature and probability, so that the actors, in 
all their goings and comings, their entrances and exits, their meetings 
in the streets and at their doors, may disclose just so much of their 
sentiments and their projects as it is necessary or desirable for the 
spectator to know. 

§ 6. The massive and permanent walls of the stage had certain 
openings which, although differently decorated for different pieces, were 


* Ch. IIL. § 6. 
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never changed. Each of these entrances to the stage had its established 
and permanent signification, and this enabled the spectator to apprehend 
many things at the first glance, which he must have otherwise gradually 
made out in the course of the piece; since contrivances similar to our 
play-bills were unknown to the ancients. On the other hand, the 
audience came furnished with certain preliminary information concerning 
what they were abont to witness, by means of which the plot was far 
more clear to them than it can now be by mere reading. Of this kind 
was the distinct meaning attached to the right and the left side. The 
theatre at Athens was built on the south side of the Acropolis, in such 
a manner that a person standing on the stage saw the greater part of 
the city and the harbour on his left, and the country of Attica on his 
right. Hence, a man who entered on the right by the parascenia, was 
invariably understood to come from: the country, or from afar; on the 
left, from the city, or the neighbourhood. The two side-walls always 
bore the same relation to each other in the arrangements, as to exterior 
or interior. Of course, the lower side entrance which led into the 
orchestra, stood in the same relation; but of these, the right one was 
little used, because the chorus generally consisted of inhabitants of the 
place, or of the immediate neighbourhood. The main wall, however, or 
the scene, properly so called, had three doors; the middle, which was 
called the royal door, represented the principal entrance to the palace, 
the abode of the prince himself; that on the right was held to bea 
passage leading without, especially to the apartments of the guests, 
which in Greek houses were often in a detached building appropriated 
to that purpose; that on the left, more towards the interior, leading to 
a part of the house not obvious to the first approach ; such as a shrine, 
a prison, the apartments of the women, &e. 

§ 7. But the Greeks carried still further this association of certain 
localities with certain incidents or appearances. The moment an actor 
entered, they could decide upon his part and his relation to the whole 
drama. And here we come tothe point in which the Greek drama 
seems the most fettered by inflexible rules, and forced into forms which 
appear, to our feelings, stiff and unnatural. Grecian art, however, as 
we have often had occasion to remark, in all its manifestations, loves 
distinct and unvarying forms, which take possession of the mind with 
all the force of habit, and immediately put it into a certain frame and 
temper. If, on the one hand, these forms appear to cramp the 
creative genius, to check the free course of the fancy; on the other, 
works of art, which have a given measure, a prescribed form, to fill out, 
acquire, when this form is animated bya corresponding spirit, a peculiar 
stability which seems to raise them above the capricious and ephemeral 
productions of the human mind, and to assimilate them to the eternal 
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works of nature, where the most rigorous conformity to laws is com-~ 
bined with boundless variety and beauty. 

In the dramatic poetry of Greece, indeed, the outward form to which 
genius is forced to adapt itself, appears the more rigid, and, we may 
say arbitrary, since, to the conditions imposed on the choice of thoughts, 
expression and metre, are added rules, prescribed by the local and 
personal character of the representation. With regard to the persons 
of the drama, the ancients show that historical taste which consists in 
a singular union of attachment to given forms, with aspiration after 
further progress. The antique type is never unnecessarily rejected; 
but is rendered susceptible of a greater display of creative power by 
expansions which may be said to lie in its very nature. 

We have seen how a single actor was detached from the chorus, and 
how Thespis and Phrynichus contented themselves with this arrange- 
ment, by causing him to represent in succession all the persons of the 
drama, and either before, or with the chorus, to conduct the whole action 
of the piece. Aschylus added the second actor, in order to obtain the 
contrast of two acting persons on the stage, since the general character 
of the chorus was that of a mere hearer or recipient ; and although ca- 
pable of expressing its own wishes, hopes, and fears, it was not adapted 
to independent action. According to this form, only two speaking 
persons (mutes might be introduced in any number) could appear on 
the stage at the same time :—they, however, might both enter again in 
other characters, time only being allowed for change of dress. The 
appearance of the same actor in different parts of the same play did not 
strike the ancients as more extraordinary than his appearance in dif- 
ferent parts in different plays; since the persons of the actors were 
effectually disguised by masks, and their skill enabled them to represent 
various characters with perfect success. The dramatic art of those 
times required extraordinary natural gifts; strength of body and of 
voice, as well as a most careful education and training for the pro- 
fession. 

From the time of the great poets, and even later, in the age of 
Philip and Alexander, when the interest and character of dramatic 
performance rested entirely on the actors, the number of actors capable 
of satisfying the taste and judgment of t.e public was always very 
small. Hence, it was an object to turn the talents of the few eminent 
actors to the greatest possible account ; and to prevent that injury to 
the yveneral effect which the interposition of inferior actors, even in 
subordinate parts, must ever produce ; and, in fact, so often nowadays 
does produce. Even Sophocles did not venture beyond the introduction 
of a third actor; this appeared to accomplish all that was necessary (0 
the variety and mobility of action in tragedy, without sacrificiug the 
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simplicity and clearness which, in the good ages of antiquity, were 
always held to be the most essential qualities. JEschylus adopted this 
third actor in the three connected plays, the Agamemnon, Choephorae, 
and Eumenides; which he seems to have brought out at Athens at the 
end of his career. His other tragedies, which were performed earlier, 
are all so constructed that they could be represented by two actors.* 
All the plays of Sophocles and Euripides are adapted for three actors 
only, excepting one, the GEdipus in Colonus, which could not be acted 
without the introduction of a fourth. The rich and intricate composition 
of this noble drama would have been impossible without this innovation.t 
But even Sophocles himself does not appear to have dared to introduce 
it on the stage. It is known that the GAdipus in Colonus was not acted 
till after his death, when it was brought out by Sophocles the younger. 

§ 8. But the ancients laid more stress upon the precise number and 
the mutual relations of these three actors than might be inferred from 
what has been said. They distinguished them by the technical names 
of Protagonistes, Deuteragonistes, and Tritagonistes. These names are 
used with different meanings. Sometimes the actors themselves are 
designated by their parts; as, for example, when Cleandrus is called the 
protagonist of Aischylus, and Myniscus his deuteragonist; or when 
Demosthenes, in his contest with Aischines, says, that to represent 
such a stern and cruel tyrant as Creon in the Antigone, is the peculiar 
glory and privilege of the tritagonist; AZschines himself having 
served under more distinguished actors as tritagonist. Sometimes the 
persons entering the stage are distinguished by these three names: as 
when Pollux the grammarian says, that the protagonist should always 
enter from the middle door; that the dwelling of the deuteragonist 
should be on the right hand, and that of the third person of the drama 
on the left. According to a passage in a modern Platonic ;hilosopher,} 
important to the history of the ancient drama, the poet does not create 
the protagonist, deuteragonist, or tritagonist ; he only gives to each of 
these actors his appropriate part. 

This, and other expressions of the ancients have involved the subject 
in many perplexing difficulties, which it would detain us too long to 
examine in detail. Our purpose will be best accomplished by giving 
such a summary explanation as will euable these distinctions to be 
understood, 

* The prologue of the Prometheus appears, indeed, to require three actors for 
the parts of Prometheus, Hephestus, and Ciatos; but these might have been so 
arranged, so as not to require a third actor, ; yi 

+ Unless we assume that the part of Theseus in this play way partly acted 
by the person who represented Antigone, and purtly by the person who represented 
Ismene. It is, however, far more difficult for éwo actors to represent one part in 
the same tone and spirit, than for one actor to represent severa/ parts with the appro- 
priate modificatiuns. - vi . ; 

t Piotin, Ennead. ii L. ii. p. 268, Basil. p. 484. Creuzer. Compare the note of 
Creuzer, vol. iii. p. 153, ed. Oxon, 4 
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The tragedy of antiquity originated in the delineation of a suffering 
or passion (74 90c), and remained true to its first destination. Sometimes 
it is outward suffering, danger, and injury ; sometimes, rather inward ; 
a fierce struggle of the soul, a grievous burthen on the spirit; but it is 
always one passion, in the largest sense of the word, which claims the 
sympathy of the audience. The person, then, whose fate excites this 
sympathy, whose outward or inward wars and conflicts are exhibited, 
is the protagonist. In the four dramas which require only two actors, 
the protagonist is easily distinguished: in the Prometheus, the chained 
Titan himself; in the Persians, Atossa, torn with anxiety for the fate of 
the army and the kingdom; in the Seven against Thebes, Eteocles 
driven by his father’s curse to fratricide ; in the Suppliants, Danaus, 
the fugitive, seeking a new home. The deuteragonist, in this form 
of the drama, is not, in general, the author of the sufferings of the 
protagonist. This is some external power, which, in these tragedies, 
is not brought to view. His only function is to call forth the expres- 
sions of the various emotions of the protagonist, sometimes by 
friendly sympathy, sometimes by painful tidings: as for example, in 
the Prometheus, Oceanus, Io, and Hermes, are all parts of the 
deuteragonist. The protagonist may also appear in other parts; but 
the tragedian generally sought to concentrate all the force and ac- 
tivity of the piece on one part. When a frifagonist is introduced, he 
generally acts as instigator or cause of tie sufferings of the protagouist ; 
although himself the least pathetic or sympathetic person of the drama, 
he is yet the occasion of situations by which pity and interest for the 
principal person are powerfully excited. To the deuteragonist fall 
the parts in which, though distinguished by a lofty ardour of feeling, 
there is not the vehemence and depth appropriate to the protago- 
nist; feebler characters, with calmer blood and less daring aspiration 
of mind, whom Sophocles is fond of attaching to his heroes as a sort of 
foil, to bring out their full force. But even these sometimes display a 
peculiar beauty and elevation of character. Thus the gradation of these 
three kinds of parts depends on the degree in which the one part is 
calculated to excite pity and anxiety, and to command, generally, the 
sympathy of the audience. If we look over the titles of the plays of 
the three great tragedians, we shall find that, when they are not 
derived from the chorus, or the general subject of the piece, they always 
consist of the names of the persons to whom the chief interest attaches. 
Antigone, Electra, Qidipus, the king and the exile, Ajax, Philoctetes, 
Dejanira, Medea, Hecnba, Ion, Hippolytus, &c., are unquestionably all 
protagonistic parts.* 

* A more detailed illustration of this point, which would lead to investigations 
into the structure of the several tragedies, is not consistent with the plan of the 


present work. We will, however, state the distribution of the parts in several 
tragedies, which seems to us the most probable. In the extant trilogy of Aischylus, 
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It was the great endeavour of Greek art to exhibit the character and 
rank of the individuals whom it grouped together, and to present to the 
eye a symmetrical image, corresponding with the idea of the action which 
was to be represented. The protagonist, as the person whose fate was 
the centre around which all revolved, must therefore occupy the centre 
of the stage; the deuteragonist and tritagonist approached him from 
either side. Hence it was an invariable rule for the protagonist never 
to leave the stage by either of the side-doors. If, however, he came 
from abroad, like Agamemnon and Orestes in Aischylus, he passed 
through the middle door into the interior of the palace, which was his 
habitation. With regard to the deuteragonist and tritagonist, many 
difficulties must have arisen from the local meaning attached to the two 
side doors; but, if space sufficed for such detailed explanations, we 
might show, from numerous examples, how the tragic poets found 
means to fulfil all these conditions. 

§ 9. Changes of scene were very seldom necessary in ancient tragedy. 
The Greek tragedies are so constructed that the speeches and actions, 
of which they are mainly composed, might with perfect propriety pass 
on one spot, and indeed ought generally to pass in the court in front 
of the royal house. The actions to which no speech is attached, and 
which do not serve to develope thoughts and feelings, (such as 
Eteocles’ combat with his brother; the murder of Agamemnon; 
Antigone’s performance of the obsequies of Polynices, &v.), are 
imagined to pass behind or without the scene, and are only related 
on the stage. Hence the importance of the parts of messengers and 
heralds in ancient tragedy. ‘The poet was not influenced only by the 
reason given by Horace,* viz., that bloody spectacles and incredible 
events excite less horror and doubt when related, and ought therefore 
not to be produced on the stage: there was also the far deeper general 
reason, that it is never the outward act with which the interest of ancient 


the problem must be to preserve the same part for the same actor through all the 
three plays. 
Protag. Agamemnon, guard, herald. 
Agamemnon | Dern. Cassandra, Aiyisthus. 
Trilag. Clytemnestra. 
Protag. Orestes. 
Choéphori .{ Deuterag. Electra, Aiyisthus, Exangelos. 
. Tritag. Clytemnestra, female attendant. 
Mag £ Orestes. 
Eumenidrs ./ Deuterag. Apollo. 
| Tritag. Pythias, Clytemnestra, Athene. 
For Sophocles, the Antigone and the CEdipus Tyrannus may serve as examples 
Protag. Antigone, Tiresias, Eurydice, Exangelos. 
Antigone. | Deuterag. Ismene, guard, Hemon, messenger. 
Tritag. Creon, 
Protag. C&dipus. 
GEdipus Tyr | esters Priest, Jocasta, servant, Exangelos. 
Tritag. Creon Tiresias, messenger. 
* Art. Poct. 180. sq. 
xZ 
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tragedy is most intimately bound up. The action which forms the basis 
of every tragedy of those times is internal and spiritual ; the reflections, 
resolutions, feelings, the mental or moral phenomena, which can be 
expressed in speech, are developed on the stage. For outward action, 
which is generally mute, or, at all events, cannot be adequately repre- 
sented by words, the epic form—narration—is the only appropriate 
vehicle. Battles, single combats, murders, sacrifices, funerals, and the 
like, whatever in mythology is accomplished by strength of hand, passes 
behind the scenes; even when it might, without any considerable diffi- 
culty, be performed in front of them. Exceptions, such as the chaining 
of Prometheus, and the suicide of Ajax, are rather apparent than real, 
and indeed serve to confirm the general rule; since it is only on 
account of the peculiar psychological state of Prometheus when bound, 
and of Ajax at the time of his suicide, that the outward acts are brought 
on the stage. Moreover, the costume of tragic actors was calculated 
for impressive declamation, and not for action. The lengthened and 
stuffed ont figures of the tragic actors would have had an awkward, not 
to say a ludicrous effect, in combat or other violent action.* From the 
sublime to the ridiculous would here have been but one step, which 
antique tragedy carefully avoided risking. 

Thus it was rather from reasons inherent in its nature, than from 
obedience to prescribed rules, that Greek tragedy observed, with few 
exceptions, unity of plan; and hence it required no arrangement for a 
complete change of scenic decorations, which was first introduced in 
the Roman theatre.t In Athens all the necessary changes were 
effected by means of the Periacte, erected in the corners of the stage. 
These were machines of the form of a triangular prism, which turned 
round rapidly and presented three different surfaces. On the side 
which was supposed to represent foreign parts, it afforded at each 
turn a different perspective view, while, on the home side, some single 
near object alone was changed. For example, the transition from 
the temple of Delphi to the temple of Pallas on the Acropolis of Athens, 
in the Eumenides of Aischylus, was effected in this manner. No 
greater change of scene than this takes place in any extant Greek 
tragedy. Where different but neighbouring places are represented, the 
great length of the stage sufficed to contain them all, especially as the 
Greeks required no exact and elaborate imitation of reality: a slight 
indication was sufficient to set in activity their quick and mobile ima- 
ginations. In the Ajax of Sophocles, the half of the stage on the left 
hand represents the Grecian camp; the tent of Ajax, which must be 
in the centre, terminates the right wing of this camp; on the right, is 


* According to Lucian, Somuium sive Gallus, ec. 26, it was ludicrous to see a 
person fall with the co'hurnus, 


} The seena ductifis and versilis, 
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seen a lonely forest with a distant view of the sea; here Ajax enters 
when he is about to destroy himself; so that he is visible to the au- 
dience, but cannot for a long time be seen by the Chorus, which is in 
the side space of the orchestra. 

§ 10. On the other hand, ancient tragedy was required to fulfil 
another condition, which could only co-exist with such a conception of 
the locality as has been just described. It is this: the proscenium 
or stage represents a space in the open air: what passes here is in 
public; even in confidential discourse the presence of witnesses is always 
to be feared. But it was occasionally necessary to place before the 
spectator a scene which was confined to the interior of the house; for 
example, when the plan and the idea of the piece required what is 
called a tragic situation, that is, a living picture, in which a whole 
series of affecting images are crowded together. Scenes of this tre- 
mendous power are: that in which Clyteemnestra with the bloody sword 
stands over the bodies of Agamemnon and Cassandra, holding the gar- 
ment in which she has entangled her unfortunate husband; and, in 
the succeeding tragedy of the same trilogy, that in which Orestes is seen 
ou precisely the same spot, where the same bathing robe now covers the 
bodies of Agisthus and Clytemnestra. Or, in the tragedy of Sophocles, 
Ajax, standing among the animals which he has slaughtered in his 
frenzy, taking them for the princes of the Greek host, and now, sunk 
in the deepest melancholy, contemplates the effects of his madness. 
it is easy to perceive that it is not the acts themselves in the moment 
of execution; but the circumstances, arising out of those acts when 
accomplished, which occupied the reflections and the feelings of 
the chorus and of the audience. To bring on the stage groups like 
these, (in the choice and disposition of which we recognize the 
plastic gevius of the age that produced a Phidias,) and to bring to 
view the interior of dwellings hidden behind the scenes, machines were 
used, called Eccyclema and Exostra (the one being rolled, the other 
pushed forward). It were presumptuous to attempt to describe the 
construction of these machines from the slight indications we could 
gather from the grammarians; but their working may be clearly per- 
ceived in the tragedians themselves. The side doors of a palace or 
tent are thrown open, and in the same moment an inner chamber with 
its appropriate decorations is distinctly seen on the stage, where it 
remains asacentral point of the dramatic action, till the progress of 
the drama requires its disappearance in the same manner. We may 
fairly presume that these local representations were far from rude or 
tasteless ; that they were worthy of the feeling for beauty, and the taney 
of the age and nation which produced them; especially in the latter 
years of /Eschylus, and during the whole career of Sophocles. when 
the mathematicians, Anaxagoras and Democritus, bad begun to study 
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perspective with a view to the stage; while the scene-painting of 
Avatharchus gave rise to a peculiar branch of that art,* which, by 
means of lizht and shadow, produced more perfect imitations of real 
bodies than had been heretofore known. 

Machinery for raising figures from beneath the stage, or bearing 
them through the air, for the imitation of thunder and lightning, &c. 
arrived at sufficient perfection in the time of the three great tragedians 
to accomplish its end. ‘The tragedies of AZschylus, especially Prome- 
theus, prove thut he was not unjustly reproached with a great love for 
fantastic appearances ; such as winged cars, ard strange hippogryphs, 
on which deities, like Oceanus and his daughters, were borne on the 
stage. 

§ 11. We believe that we have now brought before our readers the 
principal features of Greek tragedy, such as it appeared to the spec- 
tator when represented in the theatre. But it is equally necessary, 
before we venture upon an estimate of the several tragedians, to offer 
some remarks on the combination of the several parts or elements of a 
Greek tragedy; since this also involves much that is not implied in 
the general notion of a drama, and can only be elucidated by the 
peculiar historical origin of the tragic art in G:eece. 

Ancient Grecian tragedy consists of a union of lyric poetry and 
dramatic discourse, which may be analyzed in different ways. The 
chorus may be distinguished from the actors, song from dialogue, the 
lyrical element from the strictly dramatic. But the most convenient 
distinction, in the first place, is that suggested by Aristotle,t between 
the song of many voices and the song or speech of a single person. The 
first belongs to the chorus only ; the second to the chorus or the actors. 
‘he many-voiced songs of the chorus have a peculiar and determinate 
signification for the whole tragedy. They were called stas¢mon when 
they were sung by the chorus in its proper place, in the middle of the 
orchestra, and parodos when sung hy the chorus while advancing 
through the side entrance of the orchestra, or otherwise moving towards 
the place where it arranged itself in its usual order. The difference 
between the parodos and the stasimon consists mainly in this,—that the 
former more frequently begins with long series of anapestic systems, 
which were peculiarly adapted to a procession or march; or a system 
of this sort was introduced between the lyrical songs. As to the signi- 
fication of these songs, the situation of the actors, and the action itself, 
form the subjects of reflection, and the emotions which they excite in a 
sympathizing and benevolent mind are expressed. The parodos chiefly 
explains the entrance of the chorus and its sympathy in the business of 
the drama, while the stasima develop this sympathy in the various forms 


* Called cxanvoyouPla or oxiayouple. + Poet. 12. 
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which the progress of the action causes it to assume. As the chorus, 
generally, represented the zdeal spectator, whose move of viewing things 
was to guide and control the impressions of the assembled people, so it 
was the peculiar province of the stasimon, amidst the press and tumult of 
the action, to maintain that composure of mind which the Greeks deemed 
indispensable to the enjoyment of a work of art; and to divest the 
action of the accidental and personal, in order to place in a clearer light 
its inward signification and the thoughts which lay beneath the surface. 
Stasima, therefore, are only introduced in pauses, when the action has 
runa certain course; the stage is often perfectly clear, or, if any persons 
have remained on it, others come on who were not in connexion with 
them before, in order that they may have time for the change of costume 
and masks. In this manner these songs of the assembled chorus divide 
the tragedy into certain parts, which may be compared to the acts of 
modern plays, and from which the Greeks called the part before the 
parodos the prologue, the parts between the parodos and the stasima, 
episodia, the part after the last stasimon, exodus. The chorus appears 
in this kind of songs in its approp~iate character, and is true to its desti- 
nation, viz., to express the sentiments of a pious, well-ordered mind in 
beautiful and noble ‘orms. Hence this part of ancient tragedy, both in 
matter and form, has the greatest resemblance to the choral lyrics of 
Stesichorus, Pindar, and Simonides. The metrical form consists of 
strophes and antistrophes, which are connected in simple series, without 
any artificial interweaving, as in the choral lyric poetry. Instead, how- 
ever, of the same scheme of strophes and antistrophes being preserved 
through a whole stasimon, it is changed with cach pair. Nor are there 
epodes after every pair of strophes; but only at the close of the ode.* 
This change of metre (which seems also to have been occasionally con- 
nected with an alteration of the musical mode) was used to express a 
change in the ideas and feelings ; and herein the dramatic lyric poetry 
differs essentially from the Pindaric. For whereas the latter rests on 
one fundamental thought and is essentially pervaded by one tone of 
feeling, the dramatic lyric, containing allusions to past and to coming 
eveuts, and subject to the influence of various leanings to the several 
interests which are opposed on the stage, undergoes changes which often 
materially distinguish the beginning from the end. The rhythmical 
treatment of the several parts, too, is generally less that artificial combi- 
nation of various elements which we find in the works of the above- 
mentioned masters of chorai lyric poetry, than a working out of one 


* The epodes, which are apparently in the middle of a tong choral song (as in 
Esch, Agam. 140—59, Dindort.) form the conclusion of the parodos. In the 
instance just alverted to, this consists of nine anapestic sy stems, and a strophe, 
antistrophe, and epode in dactylic measures, and is immediately followed by the first 
stasimon, which contains five siiophes and autistrophes in trochaic and logacedic 


metres. 
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theme, often with few variations. It is as if we heard the pass'onate 
song rushing in a mighty torrent right onwards, while the stream of 
Pindar’s verse winds its mazy way through all the deep and delicate 
intricacies of thought. Without venturing upon the extensive and diffi- 
cult subject of the difference between the rhythmical structure of lyric 
and tragic choral verse, we may remark that, as the tragedians used not 
only the Pindaric measures, but also those of the older Ionic and Holic 
lyric poets, they observe very different rules in the combination of series 
and verses. ‘To make this clear, it would be necessary to ga into all 
the niceties of the theory of the Greek metres. 

§ 12. The pauses which the choral songs produced naturally divided 
tragedy into the parts already mentioned, prologue, episodia, and 
exodus. The number, length, and arrangement of these parts admit 
of an astonishing variety. No numerical rule, like that prescribed by 
Horace,* here confines the natural development of the dramatic plan. 

The number of choral songs was determined bythe number of stages 
in the action calculated to call forth reflections on the human affections, 
or the laws of fate which governed the events. These again depend on 
the plot, and on the number of persons necessary to bring it about. 
Sophocles composed some intricate tragedies. with many stages of the 
action and many characters, like the Antigone, which is divided into 
seven acts; and some simple, in which the action passes through few 
but carefully worked-out stages, like the Philoctetes, which contains 
only one stasimon, and therefore consists of three acts, inclusive of the 
prologue. Long portions of a tragedy may run on without any such 
pause, and form an act. In the Agamemnon of /Eschylus, the choral 
song which precedes the predictions of Cassandra is the last stasimon.+ 
These prophecies coincide so closely with their fulfilment by the death 
of Agamemnon, and the emotions which they excite are so little tranquil- 
lizing, that there is no opportunity for another stasimon. In Sophocles’ 
(Edipus at Colonus, the first general choral song (that is to say, the 
parodos,in the meaning above given to it) occurs after the scene in 
which Theseus promises to GEdipus shelter and protection in Attica.{ 
Hitherto the chorus, vacillating between horrar of the accursed and 
pity for his woes; first fearimg much, then hoping greatly from him ; 
is in a state of restless agitation, and can by no means attain to the 
serenity and composure which are necessary to enable it to discern the 
hand of an overruling power. 

§ 13. As to the combination of the episodia or acts, the lyric may 


* Art. Poet. 299. 
Neve minor, neu sit quinto productior actu 
Fabula, quee posci vult et spectata reponi, 
$+ V. 975—1032. Dindorf. 


' V. 668—719. Dindorf. This ode is called the xdépod0. of the (Edi Jo! 
a: in axtéeodos O' the CEdipus Coloneu 
in Plutarch An Seni sit ger. Resp. 3, : E i 
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here be far more intimately blended with the dramatic than in the 
choral songs of which we have hitherto treated. Wherever the discourse 
does not express subjects of the intellect, but feelings, or impulses of lively 
emotion, it becomes lyrical, and finds utterance in song. Such songs, 
which do not stand between the steps or pauses of the action, but enter 
into the action itself (inasmuch as they determine the will of the actors), 
may belong to the persons of the drama, to the chorus, or to both; 
but in no case can they be given toa full chorus. The third kind of 
these songs is, in its origin, the most remarkable and important, and 
unquestionably had place in the early lyrical tragedy. The name 
of this song, common to the actors and the chorus, is commos, which 
properly means planctus, ‘‘ the wailing for the dead.” The wail over 
the dead is therefore the primary form from which this species of 
odes took its rise. The liveliest sympathy with suffering constantly 
remains the main ingredient of the commos; although the en- 
deavour to incite to an action, or to bring a resolution to maturity, may 
be connected with it. The commos often occupies a considerable part 
of a tragedy, especially those of Aischylus: as for instance, in the Per- 
sians * and the Choéphore.t Such a picture of grief and suffering, 
worked out in detail, was an essential part of the early tragedies. Ina 
commos, moreover, the long systems of artfully interwoven strophes and 
antistrophes had an appropriate place; since in representation they 
derived a distinctness and effect from the corresponding movements of 
the persons of the drama and of the chorus, which is necessarily lost to 
us in the mere perusal. We find a variety of the commos in scenes 
where the one party appears in lyrical excitement, while the other 
enounces its thoughts in ordinary language; whence a contrast arises 
which produces deeply affecting scenes even in Aschylus, as in the 
Agamemnon f and the Seven against Thebes.§ But the chorus itself, 
when agitated by violent and conflicting emotions, may carry on a 
lyrical dialogue; and hence arose a peculiar kind of choral poetry, in 
which the various voices are easily recognized by the broken phrases 
now repeating, now disputing, what has preceded. Long lyric dialogues 
of this sort, in which all or many voices of the chorus are distinguished, 
are to be fourrd in A!sehylus, and have been noticed by the ancient com- 
mentators.|| Succeeding tragedians appear to have employed these choral 


* Asch. Pers. 907—1076. The extire exodus is a commos. 

+ AEsch. Choéph. 306—478. é 

+ Aésch. Avam. 1069—1177, where the lyrical excitement gradually passes frm 
Cassandra to the chorus. Se 

§ Aisch. Sept. cont. Theb. 369—708, through nearly the whole episodion, Comp. 
Suppl. 316 —437. ; 

|| See Schol A%sch. Eum. 139, and Theb. 94, Instances are furnished by Kum. 
140—77, 254—75, 777—92, 836—46. Theb. 77—181.. Suppl. 10.19—74, The 
editions frequently denote these single voices by hemichoria; but the division of the 
chorus into two equal parts, called dincdere in Pollux, only occurred u certain rare 
circumstances, as in Asch, Theb. 1066. Soph, Aj. 866. 
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songs exclusively in connexion with commi, and bring forward only a 
few single voices out of the whole chorus.* When the chorus enters 
the orchestra, not with a song of many voices, sung in regular rows, 
but in broken ranks, with a song executed in different parts, the choral 
ode consists of two portions; first, one resembling a commos, which 
accompanies this irregular entrance ; and, secondly, one like a stasimon, 
which the chorus does not execute till it has fallen into its regular 
order. Examples are to be found in the Eumenides of Aischylus and 
the CEdipus Coloneus of Sophoclest The tragedians have also inter- 
spersed separate smaller choral songs, which the ancients expressly dis- 
tinguish from the stasima,{ and which are properly designated by the 
word Hyporchemes ; § songs which depict an enthusiastic state of feel- 
ing, and were united with expressive animated dances, of a kind very 
different from the ordinary grave Emmeleia. They are frequently 
used by Sophocles in suitable places, to mark a strong but transitory 
sentiment.|| On the other hand, lyrical parts were sometimes allotted 
to the persons of the drama: these were in general called aro cKnVie, 
and were either distributed into dialogues or delivered by single per- 
formers. Long airs of this sort, called Monodies, in which one peison, 
generally the protagonist of the drama, abandons himself, without 
restraint, to his emotions, form a principal feature in the tragedies 
of Euripides.§ As the regular return of fixed musical modes and 
rhythms was not reconcileable with the free utterance and almost uncon- 
trollable current of such passionate outpourings, the antistrophe gra- 
dually disappeared, and the almost infinitely irregular rhythmical struc- 
tures (called aoXedvpéva), in the style of the later dithyrambics, came 
into use. The artificial system of regular forms, to which Greek art 
(and more particularly that of the earlier periods) completely subjected 
the expression of feeling and passion, was here completely swept away 
by the torrent of human affections and desires, and a kind of natural 
freedom was established. 

As to what regards the detail of rhythmical forms, it is sufficient for 


* Asin Soph, Gid. Col, 117, sgq. Eurip. Ion. 184, sqq. 
- + In the Eumenides of Alschylus, the expression yogdy &Paues, v. 307, denotes this 
regular disposition of the chorus. 

} Schol. Suph. Trach. 205, Similar odes in Aj. 693. Phil. 391. 827. 


nee occurs in Tzetzes, reg Teayixns womecws, in Cramer Anecd. Vol. iii. 
p, 346, 

|| The hyporchemes, however, can scarcely be distinguished from the songs resem- 
bling the commos, since in the latter the entire chorus could hardly have joined in 
the song and dance, In the commatic odes in the Seven against Thebes of 
Aischylus, especially in the first, v. 783—181, adancer named Telestes (proba ly as 
leader of the chorus) represented, by means of mimic dances, the scenes of war 
described in the poetry, Athen. 1. p. 22. A. 
° 4] Aristophanes says of him, ihat he dvérgepey (why rouyadier) wovadiees, KnQirodavrc 
Hiyvs; Cephisophon being his chief actor, Ran. 94-4. ef. 874. 
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our purpose to remark, that all the earlier lyrical measures might be 
used for the songs of a single person of the chorus or the stage, as we.l 
as for the stasima; but that, generally, grave and solemn forms were 
applicable only to the songs of the whole chorus; and that lighter 
and more sprightly measures, more suited to the expression of 
emotion and affection, prevailed in the monodies. Hence the 
thythms of the Doric mode, known from Pindar, are found only in the 
stasima; not in commi and songs ard oxnyviec, which afford no place 
where this mode could sustain its peculiar character.* On the other 
hand, dochmiat are admirably fitted, by their rapid movement and 
the apparent antipathy of their elements, to depict the most violent 
excitement of the human mind ; while the great variety of form which 
may be developed from them, lends itself equally to the expression of 
stormy passion and of deep melancioly. Tragedy has no form more 
peculiarly her own, nor more characteristic of her entire being and 
essence. A fixed difference in the metrical forms of the commeos and 
the Grd oxnvij¢ is not perceptible ; we only know from Aristotle, that 
certain modes were peculiar to certain persons of the drama, in conse- 
quence of the peculiar energy or pathos of the character, which ap- 
peared suited to the acting or suffering heroes or heroines of the drama, 
but not to the merely sympathizing chorus.{ 

§ 14. All the odes we have hitherto described are properly of a 
musical nature, called mede by the ancients ; they were sung to an accom- 
paniment of instruments, among which sometimes the cithara and lyre, 
sometimes the flute predominated. Other pieces belong to that middle 
kind, between song anal speech, of which we have spoken in treating of 
the rhapsodic recitation of the epos, the elegy, and the iambus.§ The 
anapestic systems, which were chanted sometimes by the chorus, some- 
times by the actors, but properly as au accompaniment to a marching 
movement, either of entrance or exit, escort or salutation, recall the 
Spartan marching songs.|| We can hardly imagine them as set to 
regular melodies, nor yet as delivered in common speech. In the early 
tragedy they are allotted, in long systems, as a portion of the parodos, 
to the chorus when entering ip rank and file. Hexameters were some- 
times recited by the actors in announcing important tidings, or uttering 
serious reflections; where the peculiar dignity and gravity of this 


* Plutarch de musica 17, indeed, says that even rgayixol cixras, i. e. Commo, Were 
originally set in the Doric mode; but this must refer to the tragedians before 


Aischylus. 

+ The main form is 0 7 70 7; an antispastic composition, in which the arsis of 
the iambic and that of the trochaic part coincided. 

t Aristot. Probl. xix. 48. 

§ Ch. 4, § 3. ch. 10. § 2. 

|| Ch. 14, § 2. 
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majestic measnre produced great effect.* The usual trochaic verses 
which were allied to dialogue admitted of a higher-toned recitation, 
and especially of a more lively gesticulation, like that used in dancing ; 
as we have already had occasion to remark, 

§ 15. We now come to the Epeisodia, where the predominant cha- 
racter is not, as in the parts we have hitherto considered, the feeling, 
but the intellect, which, by directing the will, seeks to render external 
things subject to itself, and the opinions of others conformable to its 
own. This was originally the least important element. The variety 
of forms of discourse which tragedy exhibits grew by degrees out 
of mere narration. Here also the chorus forms no contrast to the 
persons of the drama. It is itself, as it were, an actor. The dialogues 
which it holds with the persons on the stage are, however, necessarily 
carried on, except in a few cases,t not by all its members, but by its 
leader. Rare examples, and those only in AEschylus, are to be found, 
in which the members of the chorus converse among themselves; as in 
the Acamemnon, where the twelve choreute deliver their thoughts as 
twelve actors might do;t others, in which they express their opinions 
individually, in the form of dialogue with a person on the stage.§ 
The arrangement of the dialogue is remarkable for that studious 
attention to regularity and symmetry whieh distinguishes Greek art. 
The opinions and desires which come into conflict are, as it were, 
poised in a balance throughout the whole dialogue ; till at length some 
weightier reason or decision is thrown into one of the scales. Hence 
the frequent scenes so artfully contrived in which verse answers to 
versc, like stroke to stroke; |} and again, others in which two, and 
sometimes more, verses are opposed to each other in the same manner. 
Even whole scenes, consisting of dialogue and lyrical parts, are some- 
times thus symmetrically contrasted, like strophes and antistrophes.4| 

The metre generally used in this portion of ancient tragedy was, as 
we have already remarked, in early times the Trochaic tetrameter, 
which, in the extant tragedies, is found only in dialogues full of lively 
emotion, and in many does not occur at all. The Persians of s- 
chylus,—probably the earliest tragedy we possess,—contains the greatest 
number of trochaic passages. On the other hand, the Iambic trimeter, 
which Arehilochus had fashioned into a weapon of scorn and ridicule, 


* See Soph. Phil. 839. Eurip. Phaethon, fragm. e cod. Paris. v. 65. (fragm. 2. ed. 
Dindorf.) 


+ As Aisch. Pers. 154. yesdy abrhy rdvras wvboios rpocavday, 
} Asch. Agam. 1346—71, The three preceding trochaic verses, by which the 


consultation is introduced, are spoken by the three first persons of the chorus alone. 
§ Aisch. Agam. 1047—1113. 


|| These single verses were called eriyoudeic. 
@ As in the Electra of Sophocles, v. 1398—1421, and y. ~422—41, correspond. 
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was converted, by judicious alterations in the treatment, eaving its 
fundamental character unchanged, into the best metrical form for a 
vigorous, animated, and yet serious conversation, But in the works of 
JEschylus it maintained a greater elevation above ordinary prose than 
in those of his predecessors; not only from the stately sound of the 
reiterated long syllables, but also from the regular accordance of the 
pauses in the sense with the ends of verses, by which the several verses 
stand out distinct. The later tragedians not only made the construc- 
tion of the verses more varied, light, and voluble, but also divided and 
connected them more frequently according to the endings and begin- 
nings of sentences; whereby the dialogue acquired an expression of 
freer and more natural movement. 

After having thus investigated and analyzed in detail the forms in 
which the tragic poet had to embody the creations of his genius, we 
should naturally proceed to investigate the essence of a Greek tragedy, 
following the track indicated by the celebrated definition of Aristotle, 
“ Tragedy is the imitation of some action that is serious, entire, and of 
a proper magnitude; effecting through pity and terror the refinement 
of these and similar affections of the soul.’* 

But this cannot be done till we have examined more closely the plan 
and contents of separate tragedies of schylus and Sophocles. We 
shall therefore best accomplish our aim by proceeding to consider the 
peculiar character of Eschylus as presented to us by his life and 
works. 


CHAPTER XXIII. 


§ 1. Life of Aschylus. § 2 Number of his tragedies, and their distribution into 
trilogies. § 3. Outline of his tragedies; the Persians. § 4. The Phineus and 
the Glaucus Pontius. § 5. The AXtne2an women. § 6. The Seven against 
Thebes. § 7. The Eleusinians. § 8. The Suppliants; the Egyptiaus. §9 The 
Prometheus bound. § 10. Tne Prometheus unbound. § 11. The Agamemnon. 
§ 12. The Choéphore. § 13. The Eumenides, and the Proteus. § 14. General 
characteristics of the poetry of Aischylus. § 15. His latter years and death. 


§ |. Aiscuy.us, the son of Euphorion, an Athenian, from the hamlet of 
Eleusis, was, according to the most authentic record, born in Olymp. 
63.4. B.c. 525.t He was therefore thirty-five years old at the time of 
the battle of Marathon, and forty-five years old at the time of the 
battle of Salamis. Accordingly, he was among the Greeks who were 
contemporary, in the fullest sense of the word, with these great events, 

* Aristot. Poet. 6. wiunsis wedkews oxrovdalas xa) rereins, perysbos txodons + «6 «6 
37 inlov xa) PoBov megaivoven chy tov roolray rabyudroy nabugory. 


+ The celebrated chronological inscription of the island of Paros states the year 
of his death and his age, whence the year of his birth can be determined, 
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and who had felt them with all the emotions of a patriotic spirit. His 
epitaph speaks only of his fame in tle battle of Marathon, not of his 
glories in poetic contests.* Aschylus belonged completely to the race 
of the warriors of Marathon, in the sense which this appellation bore in 
the time of Aristophanes ; those patriotic and heroic Athenians, of the 
ancient stamp, from whose manly and honourable character sprang all 
the glory and greatness which were so rapidly developed in Athens 
after the Persian war. 

Aischylus, like almost all the great masters of poetry in ancient 
Greece, was a poet by profession; he had chosen the exercise of the 
tragic art as the business of his life. This exercise of art was 
combined with the training of choruses for religious solemnities. The 
tragic, like the comic, poets were essentially chorus teachers. When 
Hischylus desired to represent a tragic poem, he was obliged to repair, 
at the proper time, to the Archon, who presided over the festivals of 
Bacchus,t and obtain a chorus from him. If this public functionary 
had the requisite confidence in the poet, he granted him the chorus ; 
that is to say, he assigned him one of the choruses which were raised, 
maintained, and fitted out by the wealthy and ambitious citizens, as 
choregi, in the name of the tribes or Phyle of the people. The prin- 
cipal business of A’schylus then was to practise this chorus in all the 
dances and songs which were to be performed in his tragedy; and it 
is stated that Aischylus employed no assistant for this purpose, but 
arranged and conducted the whole himself. 

Thus far the tragic was upon the same footing as the lyric, especially 
the dithyrambic, poet, since the latter received his dithyrambic chorus 
in the same manner, and was likewise required to instruct it. The 
tragic poet, however, also required actors, who were paid, not by the 
choregus, but by the state, and who were assigned by lot to the poet, in 
case he was not already provided. For some poets had actors, who 
were attached to them, and who were peculiarly practised in their 
pieces ; thus Cleandrus and Myniscus acted for Aischylus. The prae- 
tising or rehearsal of the piece was always considered the most im- 
portant, because the public and official part of the business. Whoever 
thus brought out upon the stage a piece which had not been performed 
before, obtained the rewards offered by the state for it, or the prize, if 
the play was successful. The poet, who merely composed it in the 


* Cynegeirus, the enthusiastic fighter of Marathon, is called the brother of 
/Eschylus : it is certain that his father was named Euphorion, Herod. VI. 114. 
with Valckenaer’s note. On the other hand, Ameinias, who began the battle of 
Salamis, cannot well have been a brother of Alschylus, since he belonged to the 
deme of Pallene, while Aischylus belonged to the deme of Elensis. 


+ This was for the great Dionysia, the first Archon, é deywv xar Koysy; for 
the Lenea, the second, the basileus. 
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solrude of his study, could lay-no claim to the rewards due for its 
public exhibition. 

§2. These statements show that the exercise of the tragic art was 
the sole occupation of a man’s life, and (from the great fertility of the 
ancient poets) absorbed every faculty of his mind, There were 
extant in antiquity seventy dramas of Aischylus ; and among these the 
satyric dramas do not appear to be included.* All these plays fall in 
the period between Olymp. 70. 1. B.c. 500, and Olymp. 81. 1. 8. c. 
456. In the former of these years, Aischylus, then in his twenty-fifth 
year. first strove with Pratinas for the prize of tragedy, (upou which 
eecasion the ancient scaffolding is said to have given way,) and in the 
latter year the poet died in Sicily. Accordingly he produced seventy 
tragedies in a period of forty-four years. That the excellence of these 
works was generally recognized is proved by the fact of AEschylus 
having obtained the prize for tragedy thirteen times.t For, since at 
every contest he produced three tragedies, it follows that more than 
half his works were preferred to those of his competitors, among whom 
there were such eminent poets as Phrynichus, Cheerilus, Pratinas, and 
Sophocles ;{ the latter of whom had, at his first representation, in 
Olymp. 77. 4. B.c. 493, obtained the prize from AZschylns. 

It has been already stated that /Aschylus composed three tragedies 
for every tragic con’est in which he appeared as a competitor ; and to 
these, as was also remarked, a satyric drama wis annexed. Inu making 
this combination, /Eschylus followed a custom which had probably 
grown up before his time, and which was retained as long as tragedy 
continued to flourish in Athens. But A%schylus differed from his 
successors in this, that his three tragedies formed a whole, connected 
in subject and plan; while Sophocles began to oppose three separate 
tragedies to an equal number produced by his rivals. We should be 
at a loss to understand by what means the three pieces composing the 
trilogy were formed into a connected series, without depriving each 
piece of its individual character, if we were not so fortunate as to 


* In the much contested passage at the end of the Vita .22schyh, should probably 
be written: txolnce bedwarn tPdoennavra nul ini roUras curugind appipora severe. 
‘ He compose! 70 dramas, and also satyric dramus; five are ascribed to him on 
doubtful authority.’ The extant titles of dramas of Aischylus are, including the 
satyric dramas, about 38. 

+ According to the life. First in Olymp. 73, 4. according to the Parian marble. 

t The calculation is indeed rendered s.mewhat uncertain by the fact that Eupho- 
rion, the son of Alschylus, gained the prize four times after his father’s death, with 
dramas which had been bequeathed to him by his father, and which had not been 
before represented: Suidas in Edpogiwy. Accordingly, 12 of the 70 tragedies pio- 
bably fall after Olymp. $1.1. Tne four prizes ought not, however, to be deducted 
from the 13 gained by ASschylus, since Euphorion was publicly proclaimed victor, 
although it was well known that the tragedies were composed by Aischylus. 

§ This is the meaning of the words, dezua moos Miwa dyuviverbus, LAME BH 
rosdoyiny. Suides in YopoxdAjs. 
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possess a trilozy of Aischylus, in his Agamemnon, Choéphore, and 
Eumenides. The best illustration of the nature of a trilogy will there- 
fore be a short analysis of these dramas, and accordingly we proceed to 
give an account of his extant works. 

§ 3. Of the early part of the career of Aischylus we do not possess a 
single work. All his extant dramas are of a later date than the battle 
of Salamis. Probably his early works contained little to attract the 
taste of the later Greeks. 

The earliest of the extant works of Aschylus is probably the Per- 
sians, which was performed in Olymp. 76.4. B.c. 4725 a piece nnique 
in its kind, which appears, at a first glance, more like a la:nent over 
the misfortunes of the Persians than a tragic drama. But we are led 
to modify this opinion, on considering the connexion of the parts of the 
trilogy, which is apparent in the drama itself. 

We will give an outline of the plan of the Persians of Aischylus. 
The chorus (consisting of the most distinguished men of the Persian 
empire, into whose hands Xerxes, at his departure, had committed the 
government of the country) proclaim in their opening song the 
numbers and power of the Persian army; but, at the same time, 
express a fear of its destruction ; for ‘ what mortal man may elude the 
insidious deceit of the gods?”? The first stas¢mon, which immediately 
follows the opening choral songz, describes, in a more agitated manner, 
the grief of the country in case the army should not return. The 
chorus is preparing for a deliberation, when Atossa appears, the mother 
of Xerxes, and widow of Darius; she relates an ominous dream which 
has filled her with anxious forebodings. The chorus advise her to 
implore the gods to avert the impending evil, and especially to pro- 
pitiate the spirit of Darius by libations, and to pray for blessing and 
protection. ‘To her questions concerning Athens and Greece they 
answer with characteristic descriptions of the distinctions of the dif- 
ferent nations; when a messenger from Greece arrives, and, after the 
first announcements of mishap and laments of the chorus, he pre- 
sents a magnificent picture of the battle of Salamis, with its terrific 
consequences for the Persian army. Atossa resolves, though every- 
thing is lost, to follow the advice of the chorus, in case any benefit 
may be obtained from it. In the second stasimon the chorus 
dwell upou the desolation of Asia, to which is added a fear that 
the subject nations will no longer endure their servitude. In the 
second episodion the libations for the dead change into an evoca- 
tion of the spirit of Darius. The chorus, during the libations of 
Atossa, call upon Darius, in songs resembling a commos, full of 
warmth and feeling, as the wise and happy ruler, the good father of 
his people, who now alone can help them, to appear on the summit 
of the tomb. Darius appears, and learns from Atossa (for fear and 
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respect tie the tongue of the chorus) the destruction of the king- 
dom. He immediately recognizes in the event the ‘too speedy 
fulfilment of oracles,” which might have been long delayed, had not 
the arrogance of Xerxes hastened their accomplishment. “ But when 
any man, of his own accord, hurries on to his ruin, the deity secouds 
his efforts.” He regards the crossing of the Hellespont as an enter- 
prise contrary to the will of the gods, and as the main canse of their 
wrath; and, on the authority of oracles known to him, which are now 
to be completely fulfilled, especially on account of the violation of the 
Greek temples, he announces that the remains of the invading Persian 
army will be destroyed at the battle of Platwa. The annihilation of 
its power in Europe is a warning given by Zeus to the Persians, that 
they should be satisfied with their possessions in Asia. The third 
stasimon, which concludes this act, describes the power which Darius. 
had gained without himself invading Greece or crossing the Halys; 
contrasted with the misfortunes sent by the gods upon Persia for 
infriuging these principles. In the third act Xerxes himself appears as 
a fugitive, in torn and ragged kingly garments, and the whole-concludes 
with a long commos, or orchestic and musical representation of the 
despair of Xerxes, in which the chorus takes a part. 

§ 4. It appears from this outline, that the evocation and appearance 
of Darius, and not the description of the victory, form the main subject 
of this drama. ‘Phe arrogance and folly of Xerxes have brought about 
the accomplishment of the ancient oracles, and caused the fate which 
was hanging over Asia and Greece to be fulfilled in the destruction of 
the Persian power. The oracles alluded to in general terms by Darius 
are known to us from Herodotus. They were predictions attributed 
to Bacis, Muszeus, and others, and they had been made known, though 
in a garbled form, by Onomacritus, the companion of the Pisistratids 
at the Persian court.* They contained allusions to the bridging of 
the Hellespont, the destruction of the Grecian temples, and the invasion 
of Greece by a barbarian army. They referred, indeed, in part, to 
mythical events, but they were then (as has been often the case with 
other predictions) applied to the events of the timet Now we know 
from a didascalia that the Persians was, at its representation, preceded 
by a piece entitled the Phineus. Itis sufficient to observe that Phineus, 
according to the mythologists, received the Argonauts on their voyage 
to Colchis, and, at the same time, foretold to them the adventures which 
were yet to befal them. 

We have shown in a former chapter} that the notion of an ancient 
conflict between Asia and Europe, leading, by successive stages, to 


* See ch. XVI. $3. ¢ Herod. VI. 6, IX, 42, 43 
f.Ch, XIX, § 4. 
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events constantly increasing in magnitude, was one of the prevailing 
ideas of that time. {t is probable that Aischylus took this idea as the 
basis of the prophecies of Phineus, and that he represented the exje- 
dition of the Argonauts as a type of the greater conflicts between Asia 
and Europe which succeeded it. We will not follow out the mythical 
combinations which the poet might have employed, inasmuch as what 
we have said is sufficient to explain the connexion and subject of the 
entire trilogy. 

The same purpose is likewise perceptible in the third piece, the 
Gtaucus-Pontius.* The extant fragments show that this marine 
demigod (of whose wanderings and appearances on various coasts 
strange tales were told in Greece) described in this tragedy a voyage 
which he had made from Authedon through the Eubcean and Aigean 
seas to Italy and Sicily. In this narrative a prominent place was filled 
by Himera, the city in which the power of the Sicilian Greeks had 
crushed the attempts of the Carthaginian invaders, at the time of the 
battle of Salamis. In this manner A’schylus had an oppo:tunity of 
bringing this event (which was considered as the second great exploit 
by which Greece was saved from the yoke of ihe barbarians) into close 
connexion with the battle of Platea; since the scene of the drama was 
Anthedon in Beeotia, where Glaucus was supposed to have lived as a 
fisherman. It may likewise be conjectured that in the tragedy of 
Phineus, the Phcenicians, as well as the Persians, may have been 
introduced into the predictions respecting the conflicts between Asia 
and Greece.t 

§ 5. Accordingly, in this trilogy, AEschylus shows himself a friend 
of the Sicilian Greeks, as well as of his countrymen at Athens. His 
connexion with the princes and republics of Sicily must be here con- 
sidered, since it exercised some influence upon his poetry. The later 
grammarians (who have filled the history of literature with numerous 
stories founded upon mere conjecture) have assigned the most various 


* The argument of the Persians mentions the DPazdxes Torveds? Butas the two 
plays of A’schylus, the Glaucus Pontius and Glaucus Potnieus are confounded in 
other passages, we may safely adopt the conjecture of Welcker, that the Glaucus 
Poutius is the play meant in the argument just cited. 


+ [The explanation given in § 4 of the trilogy referred to is exceedingly doubtful. 
The main subject of the Persians is evidently the discomfiture of the invading Per- 
sians by the Greeks. The evocation of Darius is merely a device to introduce the 
battle of Platzea, which consummated their defeat, as well as the battle of Salamis. 
The notion that the Phineus, Persians, and Gloucus formed a trilogy in which the 
subjects of the three pieces were connected, is highly improbable; and the con 
jecture that the third piece was the Glaucus Pontius, and not the Potnieus, as the 
didascalia tells us, is gratuitous. It cannot be doubted that many of the plays of 
/Eschylus were written in connected trilogies; but it is impossible to prove that they 
alt were, aud that the introduction of disconnected pieces was an innovation of 
Sophocles, as is asserted below, chap XXIV. § 4. p. 341. The very trilogy in ques- 
tion will be, to many persons, a sufficient proof of the contrary.—Ep1ror. | 
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motives for the residence of Esvhylus in Sicily, which was an ascer- 
tained fact, by enumerating all the circumstances in his life at Athens, 
which could have induced him to become a voluntary exile. Some 
accounts of a different character have, however, been preserved, on 
which we may safely rely.* ARschylus was in Sicily with Hiero, just 
after this ruler of Syracuse had built the town of 7Rtna, at the foot of 
the mountain, and in the place of the ancient Catana. At this time 
he composed his tragedy of the “Women of Etna,” in which he 
announced the prosperity of the new colony. The subject of it, as its 
name, borrowed from the chorus, betokens, must have been taken 
from the events of the day. At the same time he reproduced the 
Persians at the court of Hiero; but whether with alterations, or as 
it had been acted at Athens, was a matter of controversy among the 
ancient scholars. Hence it appears that Aschylus, soon after the 
appearance of the Persians, went to Sicily, about the year 471 B.c., 
four years after the time when AXtna was founded, and when it was 
not quite finished. MHiero died four years afterwards, in 467 zB. c. 
(Olymp. 78. 2.); but Aschylus must have left Sicily before this event, 
as inthe beginning of the year 468 B. c. (Olymp. 77. 4.) we find him 
again at Athens, and engaged in a poetical contest with Sophocles. 
According to the ancients, his acquaintance with the Pythagorean 
philosophy and his use of certain rare Doric expressions then used in 
Sicily, may be traced to his residence in that island. 

§ 6. The tragedy of the Seven against Thebes falls in the next time. 
It is known to have been acted after the Persians, and before the death 
of Aristides (which occurred about 462 B.c.)t In this drama the 
ancients peculiarly admired the warlike spirit exhibited by the poet ; 
and, in fact, a fire burns throughout it which could only have been 
kindled in a brave and heroic breast. Eteocles appears as a wise 
and resolute general and hero, as well in the manner in which he 
recommends tranquillity to the women of the chorus, as in the answers 
which he makes to the tidings of the messengers, and in his opposing 
to each of the seven haughty leaders of the hostile army (who come like 
giants to storm the walls of Thebes) a brave Theban hero; until at 
length Polynices, his own brother, is named, when he declares his reso- 
lution to go out himself to meet him. The determination of Polynices 
to reserve himself for the combat with his brother creates an auxious 
interest in an attentive hearer; and his announcement of this resolu- 
tion is the pivot upon which the whole piece turns. Nothing can be 
more striking than the gloomy resoluteness with which Eteocles recog- 


* Eratosth. ap. Schol. Aristoph, Ran. 1055 (1060), and the Vita A’schyh, with 
the additam. e cod. Guelferbytano. 
+ See Clinton F. H. ad ann. 472, Aristophanes Ran. 1026, appears to consider 
the Persians 28 posterior to the Seven against Thebes 
y ) 
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nizes the operation of the curse pronounced by CAdipus against his two 
sons, and yet proceeds to its fulfilment. The stasimon of the chorus 
which follows plainly recognizes the wrath and curse of (Edipus as the 
cause of all the calamities which threaten the Thebans. This dark side 
of the destiny of Thebes had’ not been revealed in the previous part of 
the drama, although Eteocles had once before declared his fear of the 
woes which this curse might bring upon Thebes (v. 70). Soon after- 
wards arrives the account of the preservation of the city, but with the 
reciprocal slaughter of the brothers. The two sisters, Antigone and 
Ismene, now appear upon the stage; aifd, with the chorus, sing 
lament for the dead; which is very striking from the blunt ingenuity 
and melancholy wit with which Adschylus has contrived to paint in the 
strongest colours the calamities and perversities of human life, 07 At . 
the conclusion, the two sisters separate from the chorus; inasmuch as 
Antigone declares her intention to bury her brother Polynices, against 
the command of the senate of Thebes, which had just been proclaimed. 

§ 7. This concluding scene therefore points as distinctly as the end 
of the Choéphoree to the subject of a new piece, which was doubtless 
“the Eleusinians.” This drama appears to have turned upon the 
burial of the Argive heroes slain before the gates of Thebes; which 
burial was carried into execution by Theseus with the Athenians, against 
the will of the Thebans, and in the territory of Eleusis. it is manifest 
that the fate of Antigone (who, following her own impulse, had buried 
her brother, and either suffered or was to suffer death in consequence) 
was closely connected with this subject. But neither the plan nor the 
prevailing ideas of this last drama of the trilogy can be gathered from 
the few fragmeuts of it which remain. 

The connexion of the Seven against Thebes with a preceding piece is 
less evident, in the same way that the Choéphore points forward far 
more distinctly to the Eumenides than it points backward to the Aga- 
memnon. But since we perceive in thé extant trilogy that Auschylus 
was accustomed to develope completely all the essential parts of a 
mythological series, it cannot be doubted that the Seven against Thebes 
was preceded by some drama with which it was connected. The subject 
of this drama should not, however, be sought, with some critics, in the 
fables respecting the expedition of the Argive heroes; for they do not 
form the centre about which this tragic composition revolyes, but are 
a vast foreign power breaking in upon the destinies of Thebes. It should 
rather be sought in the earlier fortunes of the royal family of Thebes. 
If we consider the great effect produced in ‘‘ the Seven against Thebes” 


* As when the chorus says, “Their hate is ended: their lives have flowed together - 
on the gory earth; vow in truth are they b/ood-relations” (dai), Ve 938-40, or where 
it is said, that the evil genius of the race has placed the trophies of destruction at 
the gate where they fell, and never rested till it had overcome doth. V. 957-60, 
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by the curse of CEdipus, we must conclude that this curse must have 
been treated as the principal subject of the preceding play ; so as to be 
kept in mind by the spectators during the speeches of Eteocles, and to 
spread over the whole that feeling of anxious foreboding which is one 
of the most striking effects of tragedy.* It may, therefore, be probably 
inferred that it was the CEdipus, one of the lost plays of fAschylus, with 
which this trilogy commenced. 

The poetry of Aschylus furnishes distinct and certain evidence of his 
disposition and opinions, particularly with respect to those public oc- 
eurrences which at that time occupied the mind of every patriotic Greek ; 
and in speaking of the Seven against Thebes, our attention has been 
called to his political principles, which appear still more clearly in the 
Orestean trilogy. Aischylus was one of those Athenians who strove to 
moderate the restless struggles of their countrymen after democracy and 
dominion over other Greeks; and who sought to maintain the ancient 
severe principles of law and morality, together with the institutions by 
which these were supported. The just, wise, and moderate Aristides 
was the statesman approved of by Aischylus, and not Themistocles, wha 
pursued the distant objects of his ambition, through straight and 
crooked paths, with equal energy. The admiration of Aischylus for 
Aristides is clearly seen in his description of the battle of Salamis.¢ In 
the Seven against Thebes, the description of the upright Amphiaraus, 
who wished, not to seem, but to be, the best; the wise general, from 
whose mind, as {rom the deep furrows of a well-ploughed field, noble 
tounsels proceed ; was universally applied by the Athenian people to 
Aristides, and was doubtless intended by Aischylus for him. Then the 
complaint of Eteocles, that this just and temperate man, associated with 
impetuous companions, must share their ruin, expresses the disapproba~ 
tion felt by Aischylus of the dispositions of other leaders of the Greeks 
and Athenians; among the rest, of Themistocles, who at that time had 
probably gone into exile on account of the part he had taken in the 
treasonable designs of Pausanias. 

§ S. We come next to the trilogy which may be called the Danais, 
and of which only the middle piece is preserved in the Suppliants. An 
historical and political spirit pervades this trilogy. The extant piece 
turns upon the reception in Pelasgic Argos of Danaus and his daughters, 
who had fled-from Egypt in order to escape the violence of their 
suitors, the sons of Hgyptus. They sit as suppliants near a group of 


* The account of this curse which was given by Aischylus seems to have been 
in several respects peculiar. Cidipus not only announced that the brothers would 
not divide their heritage in amity (according to the Thebaid in Athen, XI. p. 466), 
but he also declured that a stranger from Scythia (the steel of the sword) should 
make the partition as an arbitrator (Jarnr%s, according to the language of the 
Attic law), If Cdipus had not used the-e worts, the chorus, v. 729 and 924, and 
the 1 essenger, v. 817, could not ex; ress the same idea, in nearly the same terms, 


+ Comp. vv. 447—471, with Herodot. viii, 99. 
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altars (xowowpia), in front of the city of Argos; and of the king the 
Argives (who is fearful of involving his kingdom in distress and danger) 


‘is induced, after many prayers and entreaties, to convene an assembly 


of the people, in order to deliberate concerning their reception. The 
assembly, partly from respect for the rights of suppliants, and partly 
trom compassion for the persecuted daughters of Danaus, decrees to re- 
ceive them. The opportunity soon presents itself of fulfilling the promise 
of protection and security: for the sons of Aigyptus land upon the 
evast, and (during the absence of Danaus, who is gone to procure as- 
sistance) the Evyptian herald attempts to carry off the deserted maidens, 
as being the rightful property of his masters. Upon this, the king of 
the Pelasgians appears in order to protect them, and dismisses the 
herald, notwithstanding his threats of war. Nevertheless, the danger is 
averted only for the moment; and the play concludes with prayers to 
the gods that these forced marriages may be prevented, with which are 
intermingled doubts concerniug the fate determined by the gods. 

The want of dramatic interest in this drama partly proceeds from its 
being the middle piece of a trilogy. he third piece, the Danaides, 
doubtless contained the decision of the contest by the death of the 
suitors, with the exception of Lynceus; while a preceding drama, the 
Evyptians, must have explained the cause and origin of the contest in 
Egypt. There are other instances, in the middle pieces of the trilogies of 
/Eschylus, of the action standing nearly still, the attention being made 
to dwell upon the sufferings caused by the elements which have been 
set in motion. The idea of the timid, afflicted virgins flying from their 
suitors’ violence like doves before the vulture (which is worked out, in 
lyric strains, with great warmth and intensity of feeling) is evidently 
the main subject of the drama ; it seems, indeed, that the preservation 
of the play has been due to the beauty of these choral odes. Yet the 
reception of the Danaides must have been a much more appropriate and 
important subject for a tragedy, according to the ideas of Aischylus, 
than according to those of Sophocles and Euripides. What this action 
wants in moral significance was compensated, in his opinion, by its 
historical interest. AMschylus belongs toa period when the national 
lewends of Greece were considered, not as mere amusing fictions, but as 
evidences of the divine power which ruled over Greece. An event like 
the reception of the Danaides in Argos, on which depended the origin 
of the families of the Perseids and Heracleids, appeared to him asa 
great work of the counsels of Zeus; and to record the operation of 
these on human affairs seemed to him the highest calling of the tragic 
poet, Contrary to the custom of epic and tragic poets, he ascribes the 
greatest merit of the act to the Argive people, not to their king, and 
accordingly, the chorus, in a beautiful song (v. 625—709), invokes 
blessings upon them, the cause of which is evidently to be found in the 
relations which then subsisted between Athens and Argos. AZischylus, 
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however, never makes forced allusions to contemporary events ; they arise 
naturally out of his mode of considering history, which closely resembles 
that of Pindar. According to this view, it was in the eurly mythical 
ages that the Greek states received the lot of their future destinies and 
were fixed in that position which they occupied in later times. Those 
passages in the Suppliants which so plainly refer to the establishment 
of a well regulated popular government in Argos and to treaties with 
foreign states by which war might be avoided,* make it evident that 
this piece was produced about the time when the alliance between 
Athens and Argos was already in operation, perhaps towards the end 
of Ol. 79, B.c. 461.¢ Also, the threats of a war with Egypt, which are 
implied in the plot of this tragedy, furnish the poet with a favourable 
opportunity for introducing some striking and impressive sayings, which 
necessarily held out great encouragement to the Athenians for the war 
with Egypt, which began Olymp. 79. 3. B. c. 462; as when we find it 
said that “ The fruit of the papyrus” (which was the common food of 
the Egyptians) ** conquers not the wheat-stalk.’’f 

§ 9. The Prometheus was in all probability one of the last efforts of 
the genius of Aischylus, for the third actor is to a certain extent em- 
ployed in it (chap. XXII. § 7). It is, beyond all question, one of his 
greatest works. Historical allusions are not to be expected in this 
play, as the subject does not comprise the events of any particular state 
or family, but refers to the condition and relations of the whole human 
race. Prometheus, as we had occasion to remark when speaking of 
Hesiod (chap. VIII. § 3, p. 91 note), represents the provident, aspiring 
understanding of man, which ardently seeks to improve in all ways the 
condition of our being. He was represented as a Titan, because the 
Greeks, who considered the gods of Olympus as rulers only, not as 
creators, of the human race, laid the foundation and beginning of man 
in the time which preceded the kingdom of the Olympian gods. Thus, 
according to the conception of Aischylus, he is the friend and mediator 
of ian—* the demon most friendly to mankind,” in that period of the 
world when the kingdom of Zeus began. He does not, however, 
spiritualize him into a mere allegory of foresizht and prudence, for in 
Zschylus a real, lively faith in the existence of mythical beings is har- 
moniously combined with a cousideration of their significance. By 
teaching men the use of fire, Prometheus has made them acquainted 
with all the arts which render human life more endurable; in general, 
he has made them wiser and happier in every respect, especially by 
taking from them the fear of death. But in this he does not respect 

* Thus the chorus says, v. 698—703: “ May the people, who rule the city, main- 
tain their rights—may they give foreigners their due, before they put weapons into 
the hands of Ares.” 

+ This alliance is more distinctly mentioned in the Kumenides (v. 765 seqq.), 
which was brought out a few years after, 


t V. 761. Comp. v, 954. 
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the limits which, according to the view of the ancients, the gods, who 
are alone immortal, have prescribed to the human race ; he seeks to ac- 
guire for mortals perfections which the gods had reserved for themselves 
alone; for a mind which is always striving after advancement, and 
using all means to obtain it, cannot easily, from its very constitution, 
confine itself within the narrow limits prescribed to it by custom and 
law. These efforts of Prometheus, which we also learn occasionally 
fiom the play taat has come down tous, were in all probability depicted 
with much greater perfection, and in connexion with his stealing the 
fire, in the first portion of the trilogy, which was calied Prometheus the 
Fire-bringer (MpopnGeve ruppopoc).* 

The extaut play, the Prometheus Bound (UpopnOevc decparnc), begins 
at once with the fastering of the gigautic Titan to the rocks of Scythia, 
and the fettered prisoner is the centre of all the action of the piece. The 
daughters of Oceanus, who constitute the chorus of the tragedy, come 
to comfort and calm him ; he is then visited by the aged Oceanus bim- 
self, and afterwards by Hermes, who endeayour, the one by mild argu- 
ments, the other by insults and threats, to move him to compliance and 
submission. Meanwhile Prometheus continues to defy the superior 
power of Zeus, and stoutly declares that, unless his base fetters are re- 
moved, he will not give out an oracle that he has learned from his 
mother Themis, respecting the marriage, by means of which Zevs was 
destined to lose his sovereign power. He would rather that Zeus 
should bury his body in the rocks amid thunder and lightning. With 
this the drama concludes, in order to allow him to come forth again 
and suffer new torments. This grand and sublime defiance of Prome- 
theus, by which the free will of man is perfectly maintained under over- 
whelming difficulties from without, is generally considered the great 
design of the poem; and in reading the remaining play of the trilogy, 
there is no doubt on which side our sympathies should be enlisted: for 
Prometheus appears as the just and suffering martyr; Zeus as the 
mighty tyrant, jealous of his power. Nevertheless, if we view the sub- 
ject from the higher ground of the old poetic associations, we cannot 
rest content with such a solution as this. Tragedy could not, in con- 
formity with those associations, consist entirely of the opposition and 
conflict between the free will of an individual and omnipotent fate ; it 
must appease contending powers and assign to each of them its proper 
place. Contentions may rise higher and higher, the opposition may be 
stretched to the utmost, yet the divine guidance which presides over the 
whole finds means to restore order and harmony, and allots to each 
conflicting power its own peculiar right. 


* This Prometheus Pyrphoros must, as W elcker has shown, he distinguished from 
the Prometheus Pyrkaéus, “the five-kindler?” a satyric drama w high ho Was y appended to 
the trilogy of the Perse, and probably had reference to the festal eustoms of the 
Prometheu in the Cerameicus, which comprised a turch-raee, 
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The contest, with all its attendant miseries, appears even beneficial in 
its results. This is the course of the tragedies of Aischylus, and indeed 
of Greek tragedy in genersl, so far as it remains trne to its object. 
‘Phe tragedies of Eschylus uniformly require faith in a divine power, 
which, with steady eye and firm hand, guides the course of events to the 
best issue, though the paths through which it leads may be dark and 
difficult, and fraught with distress and suffering. The poetry of His- 
ehylus is full of profound and enthusiastic glorifications of Zeus as. this 
power. "How then could Zeus be depicted in this drama as a tyrant, 
how could the governor of the world be represented as arbitrary and 
unjust? It is true that the Greek divinities are always described as 
beings who are not what they were, (above p. §8,) and hence it is diffi- 
cult fo separate from them the ideas of strife and contention.. This also 
accounts for the severity with which Zeus, at the time described by 
Eschylus, proceeds against every attempt to limit and circumscribe his 
newly established sovereignty. But Aschylus, in bis own mind, must 
have felt how this severity, a necessary accompaniment of the transition 
from the Titanian period to the government of the gods of Olympus, was 
to be reconciled with the mi!d wisdom which he makes an attribute of 
Zeus in the subsequent ages of the world. Consequently the deviation 
from right, the &uapria in the tragic action, which, according to Ari- 
stotle, should not be considered as depravity, but as the error of a noble 
nature,* would all lie on the side of Prometheus; and even the poet 
has clearly shown this in the piece itself, when he makes the chorus of 
Oceanides, who are friendly to Prometheus, and even to the sacrifice of 
themselves. perpetually recur to the same thoughts. “ Those only are 
wise who humbly reverence Adrastea,”’ (the inexorable goddess of 
Fate).t 

§ 10. In these remarks upon the Prometheus Bound we have passed 
over one act of the play, which, however, is of the highest importance 
for an understanding of the whole trilogy, namely, the appearance of 
Io, who, having won the love of Zeus, has brought upon herself the 
hatred of Hera. Persecuted by horrid phantoms, she comes in her wan- 
derings to Prometheus, and learns from him the further miseries, all of 
which she has still to endure. The misfortunes of Io very much re- 
semble those of Prometheus, since Io also might be considered as a 
victim to the selfish severity of Zeus, and she is so considered by Pro- 
metheus. At the same time, however, a8 Prometheus does not con- 
ceal from To that the thirteenth in descent from her is to release him 
from all his sufferings ; the love of Zeus for her appears in a higher 
light, and we obtain for the fate of Prometheus also that sort of assuag- 


* That is to say, so far as it is the guapria of the protagonists, as of Prometheus, 
Againemnon, Antigone, CEdipus, and so forth; for the azagria of the tritagontte 
are of a totally different kind. 

$V. 936. Of agoonuvodyres ony Adda ric cos). 
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ing tranquillity, which it was always the aim of the ancients to preserve, 
even in their most impassioned scenes. But as Hermes announces 
that Zeus will never succeed in overcoming the rebellious Titans 
till an immortal shall freely lay down his life for him, the issue remains 
dark and doubtful. I 

The Prometheus Unbound (Tpopnfede Avépevoc), the loss of which we 
lament more almost than that of any other tragedy, although many 
considerable fragments of it remain, began at a totally different period 
of the world. Prometheus, however, still remains bound to the rock in 
Scythia, and, as Hermes had prophetically threatened, he is daily torn 
by the eagle of Zeus. The chorus, instead of the Oceanides, consists of 
Titans escaped from durance in Tartarus. /Eschylus, therefore, like 
Pindar,* adopts the idea, originating with the Orphic poets, that Zeus, after 
he had firmly fixed the government of the world, proclaimed a general 
amnesty, and restored peace among the vanquished powers of heaven. 
Meanwhile mankind had arrived at a much higher degree of diguity 
than even Prometheus had designed for them, by means of the hero-race, 
and man became, as it were, ennobled through heroes sprung from the 
Olympic gods. Hercules, the son of Zeus by a distant descendant 
of Io, was the greatest benefactor and friend of man among heroes, as 
Prometheus was among Titans. He now ap ears, and, after hearing 
from Prometheus the benefits he has conferred upon man, and receiv- 
ing a proof of his good will in the way of prediction and advice with 
regard to his own future adventures, releases the sufferer from the tor- 
ments of the eagle, and from his chains. He does this of his own free 
will, but manifestly by the permission of Zeus. Zeus has already fixed 
upon the immortal who is ready to resign his immortality. Cheiron is, 
without Hercules’ intending it, wounded by one of the poisoned arrows 
of the hero, and, in order to escape endless torments, is willing to de- 
scend into the iower world, We must suppose that, at the end of the 
piece, the power and majesty of Zeus and the profound wisdom of his 
decrees are so gloriously manifested, that the pride of Prometheus is 
entirely broken.t Prometheus now brings a wreath of Agnus Castus, 
(Avyoc,) and probably a ring also, made from the iron of his {etters, 
mysterions symbols of the dependence and subjection of the human 
race; and he now willingly proclaims his mother’s ancient prophecy, 
that a son more powerful than the father who begot him should be 
born of the sea-goddess Thetis ; whereupon Zeus resolves to marry tie 
goddess to the mortal Peleus. 

It is scarcely possible to conceive a more perfect katharsis of a tra- 
gedy, according to the requisitions of Aristotle. 

The passions of fear, pity, hatred, love, anger, and admiration, as 


* Pindar Pyth, iv. 291. Comp. above chap. XVI. § 1. 
+ Even after his liberation trom fetters Prometheus had called Hercules “ the 
most dear son of a hated father.” Fragm, 187; Dindorf. 
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excited and stirred up by the actions and destiny of the individual cha- 
racters in this middle piece, produce rather a distressing than a_pleas- 
ing effect; but under the guidance of sublime and significant images 
they take such a course of developement, that an elevated yet softened 
tone is shed over them, and all is resolved into a feeling of awe and 
devotion for the decrees of a higher power. 

§ 11. The poetical career of AEschylus concludes for us, as for the 
ancient Athenians, with the only complete trilogy that is extant, the 
possession of which, after the [liad and Odyssey, might be considered the 
richest treasure of Greek poetry. if it had been better preserved, and had 
come down to us without the gaps and interpolations by which it is 
defaced. Aschylus brought this trilogy upon the stage at a moment 
of great political excitement in his native city, Olymp. 80. 2.8. c. 458; 
at the time when the democratic party, under the guidance of Pericles, 
were endeayouring to overthrow the Areopagus, the last of those aris- 
tocratic institutions which tended to restrain the innovating spirit of the 
people in public and private life. He was impelled to make the legend 
of Orestes the groundwork of a trilogic composition, of which, as we have 
still the whole before us, we will give only the principal points. 

Agamemnon comes on the stage in the tragedy which bears his name, 
in one scene only, when he is received by his wife Clytemnestra as a 
conquering hero, and, after some hesitation, walks over the outspread 
purple carpets into the interior of his palace. He is, however, the chief 
person of the piece, for all through it the actors and chorus are almost 
exclusively occupied with his character and destiny. 

ZEschylus represents him as a great and glorious monarch, but who, 
by his enterprise against Troy, has sacrificed to his warlike ambition 
the lives of many men,* and, above all, that of his own daughter Iphi- 
genia ;t and he has thus involved ina gloomy destiny his house, which 
is already suffering from wounds inflicted long before his time. Cly- 
temnestra, op the other hand, is a wife, who, while she pursues her 
impulses and pleasures with unscrupulous resolution, has power and 
cunning enough to carry her evil designs into full effect. Agamemnon 
is completely enveloped in her subtle schemes, even before she throws 
the traitorous garment over him like a net; and after the deed is done, 
she has the skill, in her conversation with the chorus, to throw ove1 it a 
cloak of that sophistry of the passions, which Aischylus so well knew 
how to paint, by enumerating all the reasons she might have had for it, 
had the real ground not been sufficient. 

* « For the gods,” says the chorus, (v. 461.) “never lose sight of those who have 
been the cause of death to many men” (ray roduxrdvwy yu ox donor: Be01.) 

+ The chorus does not hesitate to censure this sacrifice, (especially in v. 217,) and 
considers it as actually completed, so does Clytemnestra, v. 1555; though Afschy- 


lus does not mean by this to set aside the story of Iphigenia’s deliverance. Accord 
ing to his view of the case the sacrificers themselves must have been blinded by 


Artemis. 
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The great tragic effect which this play cannot fail to produce on every 
one who is capable of reading and understanding it, is the contrast be- 
tween the external splendour of the house of the Atride and its real 
condition. The first scenes are very imposing ;—the light of the 
beacon, the news of the fall of Troy, and the entrance of Agamemnon ; 
—but, amidst these signs of joy, a tone of mournful foreboding resounds 
from the songs of the chorus, which grows more ‘and more distinct 
and impressive till the inimitable scene between the chorus and Case 
sandra, when the whole misfortune of the house bursts forth into view. 
From this time forth our feelings are wrought to the highest pitch—the 
murder of Agamemnon follows immediately upon this announcement ; 
while the triumph of Clytemnestra and Aigisthus-the remorseless 
cold-bloodedness with which she exults in the deed, and the laments 
and reproaches of the chorus—leave the mind, sympathizing as it does 
with the fate of the house, in an agony of borror and excitement which 
has not a minute of repose or consolation, except in a sort of feeling 
that Agamemnon has fallen by means of a divine Nemesis. 

§ 12. The Choéphore contains the mortal revenge of Orestes. The 
natural steps of the action, the revenge planned and resolved upon by 
Orestes with the chorus and Electra, the artful intrigues by which 
Orestes at length arrives at the execution of the deed, the execution 
itself, the contemplation of it after it is committed, all these poiuts form 
so many acts of the drama. The first is the longest and the most 
finished, as the poet evidently makes it his great object to display dis- 
tinctly the deep distress of Orestes at the necessity he feels of revenging 
his father's death upon his mother. Thus the whole action takes place 
at the tomb of Avamemnon, and the chorus consists of Trojan women 
in the service of the family of the Atride; they are sent by Clytem- 
nestra, who has been terrified by horrid dreams, in order, for the first 
time, to appease with offerings the spirit of her murdered husband, and, 
by the advice of Electra, bring the offerings, but not for the purpose for 
which they were sent. ‘The spirit of Agamemnon is formally coujured 
to appear from below the earth, and to take an active part in the work 
of his own revenge, and the guidance of the whole work is repeatedly 
ascribed to the subterranean gods, especially to Hermes, the leader of 
the dead, who is also the god of all artful and hidden acts; and the 
poet has contrived to shed a gloomy and shadowy light over this whole 
proceeding. ‘The act itself is represented throughout as a sore burthen 
undertaken by Orestes upon the requisition of the subterranean gods, 
and by the constraining influence of the Delphic oracle; no mean 
motive, no trifling indifference mingle with his resolves, and yet, or 
rather the more on that very account, while Orestes stands beside the 
corpse of his mother and her paramour upon the same spot where his 
father was slain, and justifies his own act by proclaiming the heinous- 
ness of their crime, even at that moment the furies appear before him, 
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and, visible to the spectators, though unseen by the chorus, torture him 
with their horrid forms till he rushes away and hastens to beg for 
atonement and purification from Apollo, who has urged him to the 
deed. We here perceive that, according to the views of Aischylus and 
other Greeks, the furies do not properly betoken the degree of moral 
guilt or the power of an evil conscience (in which case they must have 
appeared in a more terrible shape to Clytemnestra than to Orestes) ; 
but they exhibit the fearful nature of the deed itself, of a mother’s 
murder as such; for this, from whatever motive it may be committed, 
is a violation of the ordinances of nature which cannot fail to torture 
and perplex the human mind. 

§ 13. This character of the Erinnyes is more definitely developed in 
the concluding play of the trilogy, in the chorus of which Aschylus, 
combining the artist with the poet, gives an exhibition of these beings, 
of whom the Greeks had hitherto but a glimmering idea. He bestows 
apon them a form taken partly from their spiritual qualities and partly 
from the analogy of the Gorgons. They avenge the matricidal act 
as a crime in itself, without inquiring into motives or circumstances, 
and it is therefore pursued with all the inflexibility of a law of nature, 
and by all the horror and torments as well of the upper as of the 
lower world. Even the expiation granted by Apollo to Orestes at Delphi 
has no influence upon them ; for all that Apollo can accomplish is to throw 
them for a short period into a deep sleep, from which they are awakened 
by the appearance of the ghost of Clytaemnestra, condemned for her crime 
to wander about the lower world; and this apparition must have pro- 
duced the greatest effect upon the stage. After the scene in Delphi, we 
are transported to the sanctuary of Pallas Athena, on the Acropolis, 
whither Orestes has repaired by the advice of Apollo, and where, in a 
very regular manner, and with many allusions to the actual usages of 
ihe Athenian law, the court of the Areopagus is established by Pallas, 
who recognizes the claims of both parties, but is unwilling to arrogate 
to herself the power of arbitrarily deciding the questions between them. 
Before this court of justice the dispute between Orestes and his advocate 
Apollo on the one side, and the furies on the other, is formally dis- 
cussed. In these discussions, it must be owned, there occur many 
points which belong to the main question, and these are, as it were, 
summed up; for’ instance, the command of Apollo, ihe vengeance for 
bluod which is imposed asa duty upon the son by the ghost of his 
father ; the revolting manner in which Agamemnon was murdered ; 
nevertheless, the intrinsic difference between the act of Orestes and that 
of Clisteemnestra is not marked as we should have expected it to be. 
It is manifest that AEschylus distinctly perceived this difference in feel» 
ing, without quite working it out. Apollo concludes his apology with 
rather a subtle argument, showing why the father is more worthy of 
honour than the mother, by which he makes interest with Pallas, who 
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had no mother, but proceeded at once out of the head of her father, 
Zeus. When the judges, of whom there are twelve,* come tu the vote, 
it is found that the votes on each side are equal ; upon this the goddess 
gives the casting vole —“ the voting pebble of Athena,”—the destina- 
tion of which she has declared beforehand, aud so decides in favour of 
Orestes. The poet here means to imply that the duty of revenge and 
the guilt of matricide are equally balanced, and that stern justice has no 
alternative ; but the gods of Olympus, being of the nature of man, and 
acquainted and entrusted with the personal condition of individuals, 
can find and supply a refuge for the unfortunate, who are so by no im- 
mediate guilt of their own. Hence the repeated references to the over- 
ruling name of Zeus, who always steps in between contending powers 
as the saviour-god (Zeve owrfp),f and invariably turns the scale in 
favour of virtue. After his acquittal, Orestes leaves the stage with 
blessings and promises of friendly alliance with Athens, but somewhat 
more hastily than we expected, after the intense interest which his fate 
has inspired. But the cause of this is seen in the heart-felt love of 
AEschylus for the Athenians. The goddess of wisdom, who has veiled 
her power in the mildest and most persuasive form, succeeds in soothing 
the rage of the furies, which threatens to bring destruction upon 
Athens, by promising to ensure them for ever the honour and respect 
of the Athenians ; and thus the whole concludes with a song of blessing 
by the furies (wherein, on the supposition that their power is duly ac- 
kuowledged, they assume the character of beneficent deities), and with 
the establishment of the worship of the Eumenides, who are at once 
conducted by torchlight to their sanctuary in the Areopagus with all the 
pomp with which their sacrifices at Athens were attended. The 
Athenians are here plainly admonished to treat with reverence the 
Areopagus thus founded by the gods, and the judicial usages of which are 
so closely connected with the worship of the Eumenides; and not to 
take from that body its cognizance of charges of murder, as was about 
to be done, in order to transfer their functions to the great jury courts. 
The stasima, too, in which the ideas of the piece appear still more 
clearly than in the treatment of the mythus, utter no sentiment more 
definitely than this; that it is above all things necessary to recognize 
without hesitation a power which bridles the unruly affections and sinful 
thoughts of man.t 

We may remark in few words, that the satyrical drama which was 
appended to this trilogy, the Proteus, was in all probability connected 
with the same mythical subject, and turned upon the adventure of 
Menelaus and Helen with Proteus, the sea-damon and keeper of the 


* The number twelve is inferred from the arrangement of the short speeches 
made by the parties while the voting is going on (v. 710—733., 


+ Vv. 759, 797, 1045. 


f Buugiges ouPeovely Uae oréiver, V. 520. 
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Sea-inonsters, an adventure which is known to us from Homer. The 
useless wanderings of Menelaus, who on his return home left his 
brother behind, and thereby arrived too late not only to save, but 
even to avenge him,* might give room for abundant mirth and en- 
tertainment, without disturbing or effacing the impressions which had 
been produced by the tragic fate of the house of the Atride. 

§ 14. These short accounts of those trilogies of Aschylus which 
have been preserved, in whole or in part, will suffice, we conceive, to 
give as much insight into the mind of that great poet as can be expected 
in a work of this kind. Jt must be confessed, however, that there is a 
wide ditlerence between these cold abstracts of the dramas of AEschylus 
and the tone and character of the works themselves, which, even in the 
minutest details of execution, show all the power of a mind full of poetic 
inspiration, and impressed with the truth and profoindness of its own 
conceptions. As all the persons brought on the stage by Aischylus ex- 
press their feelings and characters in strong and forcible terms, so also 
the forms of speech they make use of have a proud and loft; tone; thie 
diction of these plays is like a temple of Ictinus, cons:ructed solely of 
huge rec'angular blocks of polished marble. In the individual expres- 
sions, the poetical form predominates over the syntactical; this is 
brought about by the employment of metaphorical phrases and new 
compounds :¢ and here the poet’s great knowledge and true compre- 
hension of nature and human life give to his expressions a vividness 
and warmth which only differs from the natveté of the epic style by the 
greater admixture of acute reflection which it dispiays, and by which he 
has contrived to mark at once a feeling of connexion and a conscious- 
ness of difference.t The forms of syntax are rather those which rest 
upon a parallel connexion of sentences (consequently, copulative, ad- 
versative, and disjunctive sentences) than those which result from the 
subordination of one sentence to another (as in causal and conditional 
periods, &c.). The language has little of that oratorical flow which at 
a later period sprung up in the courts and assemblies, and just as little 
of a subtle developement of complicated connexions of thought. It is 
throughout better calculated to display powerful impulses of the feelings 
and desires, and the instinctive actions of prompt and decided character, 
than the reflection of minds impelled by various motives. Hence in 
each piece we find some leading thoughts frequently repeated, particu- 
larly in the different forms of speech, dialogue, anapests, lyric measures, 


* Comp. above chap. VI. § 5.and Agam 624, 839. 

+ We may also mention his employment of obsolete expressions, especially those 
borrowed from epic poetry—rs yawcrwd:s ris 2AtZews. ADschylus is a few degrees 
more epic in his language than Sophocles or Euripides. 

t Hence arise the orymora of which Aischylus is so fond: fir instance, when he 
calls dust “the dumb messenger of the army.” 
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&e. Yet the poet by no means wants the power of adapting his lan- 
guage to the different characters, to say nothing of all those differences 
which depend upon the metrical forms; and, notwithstanding the 
general elevation of his sty'e, persons of an inferior grade, such as the 
watchman in the Agamemnon, and the nurse of Orestes in the Choé- 
phoroe, are made to descend, as well in the words as in the turn of the 
expressions, to the use of language more nearly approaching that of 
common life, and manifest even in the collocation of their words a 
weaker order of mind. 

§ 15, To return once more to the Orestean trilogy of Orestes: the 
judges of tragic merit adjudged the prize to it before all the rival pieces, 
But this poetic victory seems to have been no compensation to 
Alschylus for the failure of the practical portion of his design, as the 
Athenians at the same time deprived the Areopagus of all the honour 
and power which the poet had striven to preserve for it. Aischylus re- 
turned a second time to Sicily, and died in his favourite city of Gela, 
three years after the performance of the Orestea. 

The Athenians had a feeling that Aischylus would not be satisfied 
with the course their public life and their taste for art and science took 
in the next generation ; the shadow of the poet, as he is brought up by 
Aristophanes from the other world in the “ Frogs,’ manifests an angry 
discontent with the public, who were so pleased with Euripides, although 
the latter was no rival of Adschylus, for he did not appear upon the stage 
till the year in which AMschylus died. Yet this did not prevent the 
Athenians from recognizing most fully the beauty and sublimity of 
his poetry. ‘‘ With him his muse died not,’’ said Aristophanes, allud- 
ing to the fact that his tragedies were allowed to be performed after his 
death, and might even be brought forward as new pieces. The poet, 
who taught his chorus the plays of Auschylus, was remunerated by the 
state, and the crown was dedicated to the poet who had been long 
dead.* The family of Aischylus, which continued for a long time, pre- 
served a school of poetry in his peculiar style, which we will hereafter 
notice. 


* This is the result of the passages in the Vite d¥schyli ; Philostrat. Vita Apolion. 
- vi, LL. p. 245, Olear.; Sehol. Aristoph. dAcharn. 10, Ran. 892. The Vita Alschyli 
says that the poet was crowned after his death; and this view seems preferable ta 
Quinctilian’s assertion (Jnst. x. 1), that many other poets obtained the crown by re- 
presenting the plays of Aischylus. We must distinguish from this case the victories 
of Euphorion (above, § 2 and note) obtained by producing plays of Aischylus that 
had not been represented ; the law of Lycurgus, too, with regard to the representa- 
tion of pieces by the three great tragedians, from copies officially verified, has 
nothing to do with the custom alluded to in the text. 
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CHAPTER XXIV. 


§ 1. Condition in which tragic poetry came into the hands of Sophocles, His first 
appearance. §2. Subsequent events of his life; his devotion to the drama. § 3. 
Epochs in the poetry of Sophocles. § 4. Thorough change in the form of tra- 
gedy. § 5. Outline of his plays; the Antigone. § 6. The Electra. § 7. The 
Trachinian Women. § 8. King CEdipus. § 9. The Ajax. § 10. The Philoc- 
tetes. § 11,12. The CEdipus at Colonus, in connexion with the character and 
conduct of Sophocles in his latter years. § 13. The style of Sophocles. 


§ 1. TuE tragic trilogies of Hschylus had given a dramatic represen- 
tation of the great cycle of Hellenic legends. In exhibiting the history 
of whole families, tribes, and states, the poet had contrived to show the 
influence of supreme wisdom and power shining amidst the greatest 
difficulty and darkness. Every Greek, who witnessed such an exhibition 
of the dispensations of Providence in the history of his race, must have 
been filled with mingled emotions of wonder and joyful exultation, 
A tragedy of this kind was at once political, patriotic, and religious. 

How was it possible that, after these mighty creations of so great a 
genius as Aischylus, a still fairer renown should be in reserve for 
Sophocles? In what direction could such great advances be made 
from the point to which Hschylus had brought the tragic art ? 

We will not indulge ourselves in an @ priori determination of the 
way in which this advance mzght have been made, but will rather con— 
sider, with history fur our guide, how it rea/ly took place. It will be 
seen that the change was retrograde as well as progressive ; that if 
something was gained on the one side, it was because something was 
also given up on the other; and that it was due above all to that 
moderation and sobriety of character, which was the noblest and most 
amiable property of the Greek mind. 

Before we can solve the great question proposed above, we must give 
an account of so much of the poet’s life as may be necessary for an un- 
derstanding of his poetical career. 

Sopuocies, the son of Sophilus, was born at the Attic demus, or 
village of Colonus, in Olymp. 71. 2. B.c. 495.* He was, therefore, 
fifteen years old when the battle of Salumis was fought. He could 
not, of course, share in the dangers of the fight, but he was the evar- 
chus, or leader of the chorus which sang the pean of victory, and in 
that capacity appeared naked, according to the rule in gymnastic solem- 


* This is the statement in the Vi/a Sophoclis. The Parian marble makes him 
two years older, but this is opposed to the fact mentioned in the note to } 2. 
Z 
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nities, anointed with oil, and holding a lyre in his left hand. The 
managers of the feast had se'ected him for this purpose on account of 
his youthful beauty* and the musical education which he had received. 

Eleven or twelve years after this, in Olymp.77. 4. 8.c.t 468, Sopho- 
cles came forward for the first time as a competitor ina dramatic con- 
test, and, indeed, as a rival of the old hero A’schylus. This happened 
at the great Dionysia, when the first Archon presided ; it was his duty 
to nominate the judges of the contest. Cimon, who had just conquered 
the pirates of Scyros, and brought back to Athens the bones of Theseus, 
happened to come into the theatre along with his colleagues in order 
to pay the suitable offerings to Bacchus, and Aphepsion the archon 
thought it due to the importance of the contest to submit the decision 
of the poetical victory to these glorious victors in real battle. Cimon, 
aman of the old school, and of noble moderation of character, who 
undoubtedly appreciated Aeschylus. gave the prize to his young rival, 
from which we may infer how completely his genius outshone all com- 
. petition, even at his first coming out. The play with which he gained 
this victory is said to have been the Triptolemus,{ a patriotic piece, in 
which this Eleusinian hero was celebrated as promoting the cultivation 
of corn, and humanizing the manners even of the wildest barbarians. 

§ 2. The first piece of Sophocles which has been preserved is twenty- 
eight years subsequent to this event; it is remarkable as also marking 
a glorious period in the poet’s life. Sophocles brought out the Antz- 
gone in Olymp. 84. 4. B.c. 440. The goodness of the play, but above 
all the shrewd reflexions and admirable sentiments on public matters 
which are frequenily expressed in it, induced the Athenians to elect 
him to the office of general for the ensuing year. It must be re- 
membered that the ten Strategi were not merely the commanders of the 
troops, but also very much employed in the administration of affairs at 
home, and in carrying on negociations with foreign states. Sophocles 
was one of the generals, who, in conjunction with Pericles, carried on 
the war with the aristocrats of Samos, who, after being expelled from 
Samos by the Athenians, had returned from Anea on the continent 
with Persian aid, and stirred up the island to revolt against Athens.§ 
- This war was carried on in Olymp. 85. 1. B.c. 440, 439. 


* Atheneus I. p. 20. f., in speaking of this occasion, says that Sophocles was 
xudos chy deav, which applies best to the age assigned to him above. 

t+ All new dramas at Athens were performed at the Lena and the great Dio- 
nysia, the former of which took place in the month Gamelion, the latter in Elaphe 
bolion, and therefore in the second half of the Attic or Olympian year, after the 
winter solstice ; consequently, in the history of the drama we. must always reckon 
the year of the Olympiad equal to the year .c. in which its second half fall. 

{ This appears from a combination of the narrative in the text with a ehrono- 
logical statement in Pliny N. H. XVIII. 12. 


§ On this account the /ita Sophoctis calls the war, in the management of which 
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According to several old anecdotes, Suphocles preserved even in 
the bustle of war his cheerfulness of temper, and that’ poetical disposi- 
tioz which delights in a clear and tranquil contemplation of human 
affairs. It was also on this occasion that Sophocles hecame acquainted 
with Herodotus, who about this time was living at Samos (chap. 
XIX. § 1.), and composed a poem for him, no doubt a lyrical one.* It is 
interesting to think of the social intercourse of two such men with one 
another. ‘They both scrutinized the knowledge of human affairs with 
calm and comprehensive vision; but the Samian, with a more boyish 
disposition, sought out the traditions of many nations and many lands, 
while the Athenian had applied his riper and more searching intellect 
to that which was immediately before him,—the secret workings of 
power and passion in the breast of every man. 

Tt is doubtful whether Sophocles took any further part in public 
affairs at a later period. On the whole, he was, as his contemporary 
Ton of Chios te ls us,t neither very well acquainted with politics nor 
particularly qualified for public business. In all this, he did not get 
beyond the ordiuary standard of individuals of the better sort. It is 
clear that, in his case, as in that of AZschylus, poetry was the business 
of his life. ‘The study and exercise of the art of poetry occupied the 
whole of his time, as appears at once from the number of his dramas. 
There existed under his name 130 plays, of which, according to the 
grammarian Aristophanes, seventeen were wrongly ascribed to him. 
The remaining 113 seem to comprise tragedies and satyrica) dramas. 
In several of the tetralogies, however, the satyrival drama must have been 
lost or perhaps never existed (as we find to be the case with other poets 
also), because otherwise the number conld not have been so uneven ; 
at the utmost there could only have been twenty-three extant satyrical 
dramas to ninety tragedies. All these pieces were brought out between 
Olymp 77. 4. 8.c. 468, when Sophocies first came forward, and Olymp. 
93. 2. n.c. 406, when he died; consequently, in a period of sixty-two 
years, the last of which, comprehending his extreme old age, cannot 
have added much to the number. The years of the Peloponnesian 
war must have been the most prolific; for if we may depend upon the 


Sophocles took a part, riv xgis Avulay wadsuov. The list of generals in this war is 
preserved to a certain extent complete in a fragment of Androtion, quoted by the 
Scholiast on Aristides, p. 225 C (p. 182, Ed. Frommel.) 


* See Plutarch 4x sent, &c. 3., where this story is brought in by the head and 
shoulders. It is from this poem, of course, that tle author of t e Vita Sophoclis 
derives his assertion with regard to the age of Sophocles at the time of the Samian 
war; otherwise, how did he come to make an assertion so unusual with gramma- 
rians ? We must, therefore, emend the readings in the Vita Sophocls according to 
the passage in Plutarch, where the text is more to be depended on. This will make 
Sophocles 55 years old at this perivd. 


+ Athenzus XIII. p 603, 
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tradition* that the Antigone was the thirty-second play in a chrono- 
logical arrangement of the dramas of Sophocles, there still remain 
eighty-one dramas for the second half of his poetical career ; or, if we 
leave out the satyrical dramas, we have about fifty-eight pieces remain- 
ing. We arrive at the same result from a date relating to Euripides, 
of whose pieces, said to be ninety-two in number, the Alcestis was the 
sixteenth.t Now, according to the same authority, the Alcestis was 
exhibited in Olymp. 85. 2. B.c. 438, the seventeenth year of the poetical 
life of Euripides, which lasted for forty-nine, from Olymp. 81. 1. B.c. 
455, to Olyinp. 93. 2. B.c. 406. It may be seen from this, that at first 
both poets brought out a tetralogy every three or four years, but after- 
wards every two years at least. A consequence of this more rapid 
production «ppears in that slight regard for, or rather the absolute 
neglect of, the stricter models, which has been remarked in the lyrical 
parts of tragedy after the 90th or 89th Olympiad. 

§ 3. As far as one can judge from internal and external evidence, the 
remaining tragedies are all subsequent to the Antigone: the following 
is perhaps their chronological order; Antigone, Electra, Trachinian 
Women, King (Edipus, Ajax, Philoctetes, Gidipus at Colonus. The 
only definite information we pcssess is that the Philoctetes was acted in 
Olymp. 92. 3. B.c. 409, and the CEdipus at Colonus not till Olymp. 
94. 3. B.c. 401, when it was brought out by the younger Sophocles, the 
author being dead. Taken together, they exhibit the art of Sophocles 
in its full maturity, in that mild grandeur which Sophocles was the first 
to appropriate to himself, when, after having (10 use a remarkable ex- 
pression of his own which has been preserved) put away the pomp of 
/Eschylus along with his boyish things, and laid aside a harshuess of 
manner, which had sprung up from his own too great art and refine- 
ment, he had at length attained to that style which he himself cou- 
sidered to be the best and the most suited to the representation of the 
characters of men.t In the Antigone, the Trachinian Women, and the 
Electra, we have still, perhaps, a little of that artificial style and studied 


* See the hypothesis to the Antigone, by Aristophanes of Byzantium. If the 
number thirty-two included the satyrical dramas also, some of the trilogies must 
have been without this appendage ; otherwise the thirty-second piece would have 
been a satyrical drama. 

+ See the didasca/ia to the Alcestis e cod. Vaticano published by Dindorf in the 
Oxford edition 1836. The number .2 is, in accordance with this view, changed to 
ss’, which suits the reckoning better than ,2’, We have a third date of this kind in 
the Birds of Aristophanes, which is the thirty-fifth of that poet’s comedies, 

{ The important passage, quoted by Plutarch, De Profectu Virtut. Sent. p. 79. B. 
should undoubtedly be written as follows:—s YoPoxats Fasye, ody Aloxdrou ee 
Mimaias oyKov, sire Td Tixedv Ka) xardreyvoy THs a@HTOD xararxsvis, tis relrov ion 
wo ris Atkews weTaBLAASI Eidos, O80 torly Abixwraroy xa) BeATICToY. 

[The xaracxsun here opposed to the 2% means the language or words as op- 
posed to the style or their arrangement. See Plutarch Comp. Aristoph. et Menandr. 


p. 853 CG. ty 77 waraoneny rev ovomarwy.—Kp, | 
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obscurity which Sophocles objected to in himself; the Ajax and Phi- 
loctetes, as well as the two (Edipuses, show, in a manner which cannot 
be mistaken, an easier flow of language than his earlier plays, and do 
not require so great an effort on the part of the reader. Nevertheless, 
the tragic art of Sophocles is fully shown in all of them, and is like 
nothing but itself; Sophocles must have hit upon the changes which 
he introduced into the tragedy of Eschylus, long before he wrote any 
one of those plays, and must have already made, in accordance with 
his principles, a complete change in the whole constitution of tragedy. 
§ 4. We have mentioned these alterations, as far as concerns the 
details, in the two preceding chapters: we must here consider their 
connexion with the change of the whole essence and organiza- 
tion of tragedy effected by Sophocles. The foundation and corner- 
stone of this new edifice, which was erected on the same area as the 
old building, but according to a different plan, was always this, that, 
though Sophocles still followed the old usages and laws, and always, or 
as a general rule, exhibited at one time three tragedies and a satyrical 
drama, he nevertheless loosened the connexion of these pieces with one 
another, and presented to the public not one great dramatic poem, but 
four separate poetical works, which might just as well have been 
brought forward at different festivals.* The tragic poet, too, no longer 
pro; osed to himself to exhibit a series of mythical actions, the develope- 
ment of the complicated destinies of families and tribes, which was in- 
consisteiit with the compass and unity of plan required by separate tra- 
gedies ; he was obliged to limit himself to one leading fact, and, to 
take the example of the Orestea, could only oppose to such a trilogy 
fragments of itself, like the Electra of Sophocles or Euripides, in which 
everything is referred to the murder of Clyteamnestra. ‘The tragedies 
subsequent to Olymp. 80 had indeed become considerably longer,t 
which is said to have originated with Aristarchus, a tragedian who 
made his appearance in Olymp. 81. 2. B.c. 454. The Agamemnon 
of ZEschylus, however, the first piece of his last trilogy, is considerably 
longer than the others, and nearly of the same length as a play of 
Sophocles. Still, this extension has not been effected by an increase in 
the aciion, which even in Sophocles turns upon a single point, aud very 
seldom, as in the Antigone, is divided into several important moments, 


* Ase. g. Euripides brought out in n.c. 431 the Medea, Philoctetes, Dictys, and 
the satyrical drama “ the Reapers” (@girai): in B.c. 414 Xenocles exhibited the 
C&dipus, Lycaon, Bacche, and the satyrical drama “ the Athamas.” 

+ E.g. the Persians, 1076; Suppliants, 1074; Seven against Thebes, 1078 
Prometheus, 1093. On the other hand, the Agamemnon, 1673; the Antigone, 
12353: King CGedipus, 1530; Gdipu, at Colonus, 1750, according to the numbers in 
Dindorf’s edition. 

{ Suidas v. A gior mer 6.+1008 mourns sis ro viv wUruY pmiKos Te ded para xurtorross 
Eusebius gives us the year of his first appearance. 
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but is entirely subservient to the development of the events out of the 
character and passions of actors, and belongs to the delineation of their 
state of mind. The lyrical element, on the contrary, so far from gaining 
anything by this extension, was considerably diminished, especially in 
the part which fell to the chorus, since it is clear that Sophocles did not 
feel himself so much called upon, as Aschylus did, to represent the im- 
pression of the events and circumstances upon those who took no part 
in them, and to lend his voice to express the feelings of right-minded 
spectators, which was the chief business of the tragic chorus, but he 
directed his efforts to express what was going on in the bosoms of the 
persons whose actions were represented on the stage. 

It is sufficiently obvious that the introduction of the third actor 
(chap. XXII. § 7,) was necessary for this change. The dialogue 
naturally gains much in variety by the addition of a third interlocutor ; 
for this enables the characters to show themselves on different sides. 
If it is the property of the ¢ré¢agonzst, to produce opposition on the part 
of the first person by gainsaying him, the dexteragonist, on the other 
hand, may, in friendly conversation, draw from his bosom its gentler 
feelings and more secret thoughts. It was not till the separation of the 
deuteragonist from the tritagonist that we could have persons like 
Chrysothemis by the side of Electra, and Ismene by the side of Anti- 
gone, who elevate the vigour of the chief character by the opposition and 
contrast of a gentler womanhood.* 

These outward changes in the stage business of tragedy enable us 
at once to see the point to which Sophocles desired to bring tragic 
poetry; he wished to make it a true mirror of the impulses, passions, 
strivings, and struggles of the soul of man. While he laid aside those 
great objects of national interest, which made the Greek look upon the 
time gone by as a high and a holy thing, and to keep up the remem- 
brance of which the art of AXschylus had been for the most part dedi- 
cated, the mythical subjects gained in his hands a general, and there- 
fore a lasting significance. The rules of Greek art obliged him to 
depict strong and great characters, and the shucks to which they are 
exposed are exceedingly violent; they are drawn, however, with such in- 
‘trinsic truth that every man may recognise in them in some points a 
hkeness of himself; the corrections and limitations of the exercise of 
man’s will, and the requirements and laws of morality are expressed in 
the most forcible manner. There has hardly been any poet whose 
works can be compared with those of Sophocles for the universality and 
durability of their moral significance. 

$5. We cannot here attempt to submit the plan of the different 
tragedies of Sophocles to a circumstantial analysis (to which the re- 
marks in chap. XXII. furnish a sort of intruduction) ; it will, however, 


* Comp. Schol, on the Electra, 328. 
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be in accordance with the object of this work to take a nearer view of 
the particular situations which form the turning points of the different 
plays, and of the ethical ideas which are asserted in them. 

The Antigone turns entirely on the coutest between the interests 
and requirements of the state and the rights and duties of the ial 
Thebes has successfully repulsed the attack of the Argive army ; but Poly- 
ueices, one of her citizens, and a member of the Theban royal family, lies 
dead before the walls among the enemies who had threatened Thebes 
with fire and sword. Creon, the king of Thebes, only follows a custom 
of the Greeks, the object of which was to preserve a state from the 
attacks of its own citizens, when he leaves the enemy of his native 
land unburied as a prey to dogs and vultures; yet the manner in 
which he keeps up. this political principle, the excessive severity of the 
punishment denounced against those who wished to bury the corpse, 
the terrible threats addressed to those who watched it, and, still more, 
the boastful and violent strain in which he sets forth and extols his own 
principles—all this gives us a proof of that infatuation of a narrow 
mind, unenlightened by gentler.ess of a higher nature, which appeared to 
the Greeks to contain in itself a foreboding of approaching misfortune. 
But what was to be done by the relations of the dead man, the females of 
his family, on whom the care of the corpse was imposed as a religious 
duty by the universal law of the Greeks? That they should feel their 
duty to the family in all its force, and not comprehend what they owed 
to the state, is in accordance with the natural character of women ; but 
while the one sister, Ismene, only sees the impossibility of performing 
the former duty, the great soul of Antigone fires with the occasion, 
and forms resolves of the greatest boldness. Defiance begets defiance ; 
Creon’s harsh decree calls forth in her breast the most obstinate, in- 
flexible self-will, which disregards all consequences, and despises all 
gentler means. In this consists her guilt, which Sophocles does not 
conceal; on the contrary, he brings it prominently before us, aud es- 
pecially in the choruses;* but the very reason why Autigone is so 
highly trayical a character is this, that, notwithstanding the crime she 
has committed, she appears to us so great and so amiable. ‘The sen- 
tinel’s description of her, how she came to the corpse in the burning 
heat of the sun, while a scorching whirlwind (tupac) was throwing all 
pature into confusion, and how she raised a shrill cry of woe when she 
saw that the earth she had scattered over it had been taken away, is a 
picture of a being, who, possessed by an ethical idea as by an irresistible 
law of nature, blindly follows her own noble impulses. 

It must, however, be insisted on that it is not the tragical end of 
this great and noble creature, but the disclosure of Creou’s infatuation, 
which forms the general object of the tragedy ; and that, although 


* See particularly v. $53. Dindorf: wgepao’ ta? toxacov dears: 
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Sophocles considers Antigone’s act as going beyond what women should 
dare, he lays much more stress on the truth; ¢hat there is something 
holy without and above the state, to which the state should pay respect 
and reverence: a doctrine which Antigone declares with such irresist- 
ible truth and sublimity.* Every movement in the course of this 
piece which could shake Creon in the midst of his madness, and open 
his eyes to bis own situation, turns upon this and is especially directed 
to him :—the noble security with which Antigone relies on the holiness 
of her deed; the sisterly affection of Ismene, who would willingly share 
the consequences of the act ; the loving zeal of Hamon, who is at first 
prudent and then desperate ; the warnings of Teiresias ;—all are in vain, 
till the latter breaks out into those prophetic threatenings of misfortune 
which at last, when it is too late, penetrate Creon’s hardened heart, 
Hemon slays himself on the body of Antigone, the death of the mother 
follows that of her son, and Creon is compelled to acknowledge that 
there are blessings in one’s family for which no political wisdom is an 
adequate substitute. 

§ 6. The characteristics of the art of Sophocles are most prominently 
shown in the Electra, because we have here an opportunity of making 
a direct comparison with the Orestea of Aeschylus, and in particular 
with the Choéphoree. Sophocles takes an entirely different view of this 
mythological subject, as well by representing the punishment of Cly- 
temnestra without the connexion of a trilogy, as by making Electra the 
chief character and protagonist. This was impracticable in the case of 
Eschylus, for he was obliged to make Orestes, who was the chief per- 
son in the legend, also the chief character in the drama. But for So- 
phocles’ finer delineation of character, and for his psychological views, 
Electra was a much more suitable heroine. For while Orestes, a matri- 
cide from duty and conscience, an avenger of blood from his birth, 
and especially intrusted with this commission by the Delphic oracle, 
appears to be urged to it by a superior power; Electra, on the con- 
trary, is sustained in her burning hatred against her mother and her 
mother’s paramour, by her own feelings,—which are totally different 
from those of her sister Chrysothemis,—by her entire devotion to the 
sublime image of ber murdered father, which is ever present to her 
mind, by disgust for her mother’s pride and lust, in short by the 
most secret impulses of a young maiden’s heart: that A.gisthus wears 
the robes of Agamemnon, that Clytemnestra held a feast on the day of 
her husband’s murder, these are continually recurring provocations. 
Such is the character which Sophocles has made the central figure in his 
tragedy, a character in which the warmest feelings are blended with the 
peculiar shrewdness that distinguished the female character at the time 
represented, and he has contrived to give such a direction to the plot, 


V. 450, ob ya ti wom Lede Gv 
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that the interest is entirely centered in the actions and feelings of this 
person. According to Aschylus, Orestes had been driven from the 
house by Clytemnestra, and sent to Strophius of Phocis; he appears 
in the paternal mansion as an expelled and illegally disinherited son. 
According to Sophocles, Orestes, then a child, was to have been put to 
death when Agamemnon was murdered, and it was only Electra who 
rescued him and put him under the care of his father’s friend, Stro- 
phius,* by which she gains the credit of having preserved an avenger 
of her father, and a deliverer of the whole family.t On the other hand, 
Sophocles is obliged to omit the secret plot between Orestes and 
Electra, and their conspiracy to effect the murder, which is the 
leading incident in the play of schylus, because Sophocles did 
not set so much importance on making Electra a participator in the 
deed, as in exhibiting the mind of the high-souled maiden driven 
about by a storm of contending emotions. This he effects by some 
slight modifications of the story, in which he makes all possible use of 
his predecessor's ideas, but follows them out and works them up with 
such gentle and delicate toucles that they fit exactly with his 
new plan. A®schylus had already hit upon the contrivance by which 
Orestes gets into the house of the Atrida; he appeared as an ally and 
vassal of the house with the pretended funeral urn of Orestes; + but 
Electra had herself planned this device with him, and speaks in concert 
with him; consequently, the completion of the scheme commences im- 
mediately after the first leading division of the play. In Sophocles, 
where there is no such concert between him and his sister, Electra is 
herself deceived by the trick, and is cast down and grieved in the same 
degree as Clytaninestra, after a transient outbreak of maternal affection, 
is gladdened and tranquillized by it. The funeral offerings of Orestes 
at his father’s grave, which in A®schylus lead to the recognition, in 
Sophocles only excite a hope in Chrysothemis, which is at once cast 
down by Electra, who refuses to take comfort from it. Her desire for 
revenge becomes only the more urgent when she believes herself de- 
prived of ali help from man ; her grief reaches its highest point when she 
holds in her arms the sepulchral urn, which she supposes to contain her 


* It is for this reason that S»phocles considers Strophius of Crisa as the friend of 
Agamemnon and his children, and theretore he names Phanoteus, the hero of a 
state hostile to the’Crisezans, as the pers.n who sends Clytemnestra the messaye 
about her son, although Strophius had collected and sent the ashes of Orestes. 

+ Euripides, in his Electra, gives this incident up again, and supposes that 
Electra and Orestes were separated fiom one another as ehidren. 

t Up to v. 548 of the Choephora@, Orestes wears the comm /n dre-s of a traveller ; 
it is nut before v. 652 that he a; pears in a different costume as dogdgsves of the house. 


It was a kindly trait in Sophocles, which would never have occurred to Ais- 


chylus, that Clytemnestra’s first feeling, when she hears the news, 18 a natural emo- 
tion of love fur the child, which she had borne with pain and travail, v. 770. 
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only hope. As it is Orestes himself who gives it to her, the recognition 
scene follows immediately, and this constitutes the revolution, or peri- 
peteia, as the ancients called it. ‘the death of Clytemnestra and 
Aigisthus is treated by Sophocles more as a necessary consequence of 
the rest, and less as the chief incident ; and while it is the aim of Ais- 
chylus to place this action itself in its proper light, Sephocies at once 
relaxes his efforts as soon as Electra is relieved from her sorrow and 
disquietude. 

§ 7. The Trachinian Women of Sophocles has also entirely the plan 
and object of a delineation of character, and the imperiections, with 
which this play is not altogether unreasonably charged, arise from the 
conflict between the legend on which the play is founded, and the in- 
tentions of Sophocles. The tragical end of Hercules forms the subject 
of the play ; Sophocles, however, has again made the hervine Deianeira, 
and not Hercuies, the chief person in the play. Sorrow arising from 
love, this is the moving theme of the drama, and, treated as the poet 
wished it to be, it is one possessing the greatest beauties. All Deia- 
neira’s thoughts and endeavours are directed towards regaining the love 
of her husband, on whom her whole dependence is placed, and towards 
assuring herself of his constant attachment to herself. By pursuing 
this impulse without sufficient foresight, she brings upon him, as it ap- 
pears to her, the most frightful misery and ruin. By this her fate is 
decided; but in the anvient tragedy, even when a person perishes, it is 
possible, by a justification of his name and memory, to attain to that 
tranquillizing effect, which was required by the feelings of Sophocles as 
well as by those of Eschylus. It is this, not to speak of the conclusion 
of the legend itself, which is the object of the best part of the Jrachinian 
Women, in which Hercules appears as the chief character, and, alter 
uttering the most violent imprecations against his wife, at last ackuow- 
ledges that Deianeira, influenced by love alone, had only contributed to 
bring about the end which fate had destined for him.* It is true that 
Hercules does not, as we might expect, give way to compassionate la- 
mentations for Deianeira, a.d earuest wishes that she were present to 
receive his parting forgiveness. The feelings of a Greek would be satis- 
fied by the hero’s quitting the world without uttering any reproaches 
against his unhappy wile, for this removes any real grouuds for repre- 
heusion, 

§ 8. We shall for. the clearest idea of the meaning of King Gdipus, 
if we consider what it does nof mean. It does not contain a history of 
the crime of Gédipus and its detection; but this crime, which fate had 
brought upon him, without bis knowledge or his will, forms a dark aud 
gloomy background on which the action of the drama itself is painted 

* Hyllus says of her, v. 1136: dxuv xo xen Hears, KENT re Hawivn. 
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with bold and strong colours. The action of the drama has reference 
throughout to the discovery of these horrors, and the moral ideas which 
are developed in it, must be brought out in this discovery, if they are 
particularly contained in it. Let us consider, then, what changes take 
place in Gidipus in the course of the tragedy. At the beginning, not 
only is he praised by the Thebans in the most emphatic terms as the 
best and wisest of men, but he also shows that he is himself fully con- 
scious of his own worth, and well satisfied with the measures he 
has set on foot, in the first instance, to investigate the cause of the de- 
structive malady, and then to discover the murderer of Laius; and in 
this he is not disturbed by any misgiving, not even by the faintest 
shadow of a suspicion, that he himself may be this murderer. In this 
self-reliance, and the confidence which springs from it, we have an 
explanation of the violence and unjustifiable warmth with which 
Gidipus repels the declaration of Teiresias, that he himself by his 
presence has brought pollution on the land, which he ought to remove 
by withdrawing as soon as possible. Here an occasion was presented 
on which C&dipus should have felt how vain and perishable human 
greatness is, how weak the virtue of man; on which he ought to have 
examined his heart, and to have questioned himself whether there was 
no dark spot in his life to which this fearful crime might correspond. 
Such, however, is his self-confidence, that where the truth comes so 
near to him, he sees only falsehood and treason, and maintains his 
fancied security, until, in a conversation with Iocasta, when she men- 
tions that Laius was murdered at a place where three roads meet, he is 
for the first time disturbed bya sudden suspicion,” and an entire re- 
volution takes place in his mind. It 1s particularly worthy of remark 
that the steps which Iocasta takes to tranquillize her husband, and to 
banish all the terror occasioned by the prophesies of Teiresias, are just 
those which lead to a discovery of all the horrors; she endeavours to 
prove the nothingness of the prophetic art by means of that which 
shortly afterwards confirms its authority. We may recognise in this, 
as in many other features of this tragedy, distinct traces of that sublime 
irony, which expresses the poet’s sorrow for the limitation of human 
existence by striking contrasts between the conceptions of the individual 
and the real state of the case. It is expressed in many passages of the 
tragedies of Sophocles, but is particularly developed in ing Gdipus, 
for the theme of the whole is the infatuation of man in regard to his 
own destiny, and in this play the idea is echoed even by the words and 
turns of expression.t The same sort of peripeteia is further repeated 


* Olay w anoboure’ aprius tigi, yiutl, 
Woxns rAdyna xavaxiynols Qpeva- 
+ See Mr. Thirlwall’s excellent essay “on the Irony of Sophocles,” in the Philolo- 
gical Museum, Vol. 11. No VI. p. 483, 
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when CEdipus has allowed himself to be calmed by his queen, and 
believes that the news he has received of the death of his parents in 
Corinth has freed him from all fear of having committed the horrible 
crimes denounced by the oracle: it is, however, by the narrative of this 
same messenger, with regard to his discovery on Cithzron, that he is 
suddenly torn from this state of security, and from that moment, though 
Jocasta sees at one glance the whole connexion of their horrible fate, 
he cannot rest or be quiet until he has become fully convinced of his 
parricidal act, and of his incestuous connexion with hismother. He 
accordingly inflicts punishment on himself, which is the more terrible, 
the more confident he was before that he was good and blameless in 
the eyes of god and man. “O ye generations of mortals, how unworthy 
of the name of Jife I must reckon your existence:”’ so begins the last 
stasimon of the chorus, which in this tragedy, as in all those of So- 
phocles, performs the duty which Aristotle prescribes as its proper voca- 
tion ; it gives indication of a humane sympathy, which, although not 
based upon such deep views as to solve all the knotty points in the 
action, is guided by such a train of thought as to bring back the violent 
emotions and the shocks of passion to a certain measure of tranquil con- 
templation. The chorus of Sophocles, therefore, when in its songs it 
meddles with the action of the piece, often appears weak, vacillating, 
and even blinded to the truth: when, on the contrary, it collects its dif- 
ferent feelings into a general contemplation of the laws of our being, it 
peals forth the sublimest hymns, such as that beautiful stasimon, which, 
after Jocasta’s impious speeches, recommends a fear of the gods, and a 
regard for those ordinances which had their birth in heaven, which the 
mortal nature of man has not brought forth, and which will never be 
plunged by oblivion into the sleep of death.* 

§ 9. In the Ajax of Sophocles the extraordinary power of the poet 
is shown in the production of a character, which, though entirely pecn- 
liar, and like nothing but itself, is nevertheless a general picture of 
humanity, applicable to every individual case. Sophocles’ Ajax, like 
Homer’s, is from first to last a brave and noble character, always ready 
to exert his unwearying heroism for the benefit of his people. He is a 
‘man who relies on himself, and can depend upon his own firmness in 
every case that occurs. But in the full consciousness of his indomi- 
table courage, he has forgotten that there isa higher power on which 
man is dependent, even for that which he considers most steadfast and 
most his own, the practical part of his eharacter. This is the more 
deeply-rooted guilt of Ajax, which is shown at the very beginning of 
the play; but it does not appear in its full compass till afterwards, in 
the prophecies communicated to Teucer by Calchas, where Ajax’s 


* King Asdip. v. 803: ai weor Zovein dégovrs. 
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arrogant words— With the assistance of the gods even the feeble 
might conquer; that he was confident he could perform his part even 
without their help ;’’ are cited as proof of his mode of thinking.* Now, 
by the vote of the Greeks, which has awarded the arms of Achilles to 
Ulysses and not to him, Ajax has suffered that sort of humiliation, 
which, to a character like his, is always most intolerable, and the gods 
have chosen this momeut for the punishment of his presumption. In 
the night after the decision, when Ajax has set out in the most un- 
goveruable passion to wreak his vengeance on the Atride and Ulysses, 
Athena distracts his mind so that he mistakes oxen and sheep for his 
enemies, and gives vent to his wrath against them. In this unworthy 
condition and performing these unworthy actions, Sophocles shows him 
at the very beginning of his drama as “ Ajax the whip-bearer” (Ata¢ 
peactvyogepoc). When he returns to his senses, his whole soul is pos 
sessed with the deepest sense of shame, and the more so as all his pride 
is shaken to its foundation. The beantiful Eccyclema scene t is intro- 
duced for the purpose of representing Ajax, ashamed aud humbled, with 
all the circumstances of his case. However deeply he feels his dis- 
grace, and however clearly he recognizes the gods as the authors of it, 
he is as far as possible from being a downcast penitent. His whole 
character is far too consistent to allow him to live on in “humble 
resignation. He has convinced himself that he can no longer live with 
honour. It is true that the poet, in the oracle ascribed to Calchas, 
“ that Athena is persecuting Ajax only for this day, and that he will 
be delivered if he survives it,’ suggests the possibility of Ajax having 
more modest views, of his recognizing the limits of his power. But 
this, though possible, is never actually the case. Ajax remains as he 
is. His death, in order to effect which he employs a sort of stratagem, 
is the only atonement which he offers to the gods.{ Sophocles, how- 
ever, would look upon this as only one side of the complete develope- 
ment of the action. Severely as the poet punishes what was worthy of 
punishment in Ajax, he acknowledges with equal justice the greatness 
of such acharacter as his. The opinions of antiquity, which regarded a 
man’s burial as an essential part of the destiny of his life, allowed a 
continuation of the action after the death of the hero. Teucer, the 
brother of Ajax, contends, as the champion of his honour, with the 
Atride, who seek to deprive him of the rites of burial; and Ulysses, 
* See the speech of Calchas :— 

Tz ye Higore KAVOYNTE Cour ie 

wlorresy Baocias aeos beay ducmrgaklass, 

Ears, 6 pavris. Ve pike 

+ V. 346—595. comp. chap. XXXII. § 10. 


t Compare the ambiguous words in the deceitful speech :—2a2’ clus wgss rs Aourpay 
&c., v. 654, ff 
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the very person whom Ajax had hated most bitterly, comes forward on 
the side of Teucer, openly and distinctly acknowledging the excellences 
of the deceased warrior.* And thus Ajax, the noble hero, whom the 
Athenians too honoured as a hero of their race,t appears as a striking 
example of the divine Nemesis, and the more so as his heroism was 
altorether spotless in every other respect. 

§ 10. In the Philoctetes, which was not represented till Olymp. 92. 3. 
B. c. 439, when the poet was eighty-five years old, Sophocles had to 
emulate not only Zschylus, but also Euripides, who had before this 
time endeavoured to impart novelty to the legend by making great 
alterations in it, and adding some very strange contrivances of his own. } 
Sophocles needed no such means to give a peculiar interest to the 
subject as treated by himself. He lays the chief stress on a skilful 
outline and consistent filling up of the characters ; it is the object of his 
drama to depict the results of these characters in the natural, and, toa 
certain extent, necessary developement of their peculiarities. In this 
piece, however, this psychological developement, starting from an hy- 
pothesis selected in the first instance and proceeding in accordance 
with it, leads to results entirely different from those contained in the 
original legend. In order to avoid this contest between his art and the 
old mythological story, Sophocles has been obliged for once to avail 
himself of a resource which he elsewhere despises, though it is fre- 
quently employed by Euripides, namely, the Deus ex machina, as it is 
called, z. e. the intervention of some deity, whose sudden appearance 
puts an end to the play of passions and projects among the persons 
whose actions are represented, and, as it were, cuts the Gordian knot 
with the sword 

Sophocles having assumed that Ulysses has associated with himself 
the young hero Neoptolemus, in order to bring to Troy Philoctetes, or 
his weapons, we have from the beginning of the piece an interesting con- 
trast between the two heroes thus united for a common object. Ulysses 


* It is not till this incident that we have the Peripeteia, which was always a 
violent change in the direction of the piece (a tis 70 tvavrloy say TOUT Toevery 
wereBoarn, Aristot. Poet. 11); the death of Ajax, on the other hand, lay quite in the 
-direction which the drama had taken from the very beginning. 

+ It is worthy of remark that he speaks only of the sword of Eurysaces, and not 
of Phileus, trom whom the family of Miltiades and Cimon derived their descent. 
Sophocles manifestly avoids the appearance of paying intentional homage to dis- 
tinguished families. F 

{ Euripides had feigned that the Trojans also sent an embassy to Philoctetes and 
offered him the sovereiguty in return for his aid, in order (as Dio Chrysostom 
remarks, Orat. 52, p.549) to give himself an opportunity of introducing the long 
speeches, pro and con, of which he is so fond. Ulysses, disguised as a Greek whom 
his countrymen before Troy had ill-us:d, endeavours to iuduce him to assist his 
counirywen, rather than the enemy. The proper solution of the difficulties in this 
piece is still very doubtful, 
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relies altogether on the ambition of Neoptolemus, who is destined by 
fate to be the conqueror of Troy, if he can obtain the aid of the weapons 
of Philoctetes, and Neoptolemus does, in fact, suffer himself to be pre- 
vailed upon to deceive Philoctetes by representing himself as an enemy 
of the Greeks who are besieging Troy, and is just on the point of car- 
tying him off to their camp, under the pretence of taking him home ; 
meanwhile Neoptolemus is deeply touched, in the first place, by the 
unsophisticated eloquence of Philoctetes, and then by the sight of his 
unspeakable sufferings ;* but it is long before the resolute temper of 
the young hero can be drawn aside by this from the path he has once 
entered on. The first time he departs from it is after Philoctetes has 
given him his bow to take care of, when he candidly admits the truth, 
that he is obliged to take him to Troy, and cannot conduct him to his 
home. Yet he still follows the plans of Ulysses, though much against 
his own inclination, and this drives Philoctetes into a state of despair, 
which almost transcends all his bodily sufferings, until Neoptolemus 
suddenly reappears in violent dispute with Ulysses, as himself, as the 
simple-minded, straightforward, noble young hero, who will not in any 
ease deceive the confidence of Philoctetes; and as Philoctetes cannot 
and will not overcome his hatred of the Acheans, he throws aside all 
his ambitions hopes and wishes, and is on the point of escorting the 
sick hero to his native land, when Hercules, the Dews ex machina, 
suddenly makes his appearance, and, by announcing the decrees of 
fate, produces a complete revolution in the sentiments of Philoctetes 
and Neoptolemus. This drama, then, is exceedingly simple, for the 
foundation on which it is built is the relation between thee characters, 
and it consists of two acts only, separated by the stasz non before the 
scene, in which the change in Neoptolemus’s views is brought about, 
But if we consider the consistent and profound developement of the 
characters, it is by far the most artificial and elaborate of all the works 
of Sophocles. The appearance of Hercules only effects an outward 
peripeteia, or that sort of revolution which bears upon the occurrences 
in the piece ; the intrinsic revolution, the real peripeteta in the drama 
of Svphocles, lies in the previous return of Neoptolemus to his genuine 
and natural disposition, and this peripeteia is, quite in accordance with 
the spirit of Sophocles, brought about by means of the characters aud 
the progress of the action itself. 

§ 11. Inall the pieces of which we have spoken hitherto, the pre- 
vailing ideas are ethical, but necessarily based on a religious foundation, 
since it is always by reference to the divinity that the proper bias is 


* V.965: "Ewol piv oluros Dende tvartarwnt ris ToUs aydods, ob viv meuToOv arr xa} 
wéru The silence of Neoptolemus in the scene beginning with 0A, d xdéxwc’ 
dvdeay xi Beas, v. 974, and ending with the words dxatouas piv, V. 1074, is just as 
characteristic as any speech could have been. 
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given to human actions in every field. There is, however, one drama 
in which the religious ideas of Sophocles are brought so prominently 
forward that the whole play may be considered as an exposition of the 
Greek belief in the gods. 

This drama, the Edipus at Colonus, is always connected in the old 
stories with the last days of the poet. Sophocles attained the age of 
89, or thereabouts, for he did not die till Olymp. 93. 2. B.c. 406,* and 
yet he did not himself bring out the CEdipus at Colonus,; it was first 
brought on the stage in Olymp. 94. 3. 8. c. 401, by his grandson, the 
younger Sophocles. This younger Sophocles was a son of Ariston, the 
offspring of the great poet and Theoris of Sicyon. Sophocles had also 
a son Jophon by a free-woman of Athens, and he alone, according to 
the Attic law, could be considered as his legitimate son and rightful 
heir. Iophon and Sophocles both emulated their father and grand- 
father; the former brought tragedies on the stage during his father’s 
lifetime, the latter after his grandfather’s death: the whole family 
seems, like that of schylus, to have dedicated itself to the tragic muse. 
But the heart of the old man yearned towards the offspring of his be- 
loved Theoris; and it was said, that he was endeavouring to bestow 
upon his grandson during his own lifetime a considerable part of his 
means. I[ophon, fearing lest his inheritance should be too much di- 
minished by this, was urged to the undutiful conduct of proposing to 
the members of the phratria (who had a sort of family jurisdiction) 
that his father should no longer be permitted to have any control over 
his property, which he was no longer capable of managing. The only 
reply which Sophocles made to this charge was to read to his fellow- 
tribesmen the parodos from the GEdipus at Colonus;+ which must, 
therefore, have been just composed, if it were to furnish any proof for 
the object he had in view; and we think it does the greatest honour to 
the Athenian judges, that, after such a proof of the poet’s powers of 
mind, they paid no attention to the proposal of Iophon, even though 
he was right in a legal point of view. Iophon, it seems, became sensible 
of his error, and Sophocles afterwards forgave him. The ancients found 


' ™ The old authorities give Olymp. 93. 3. as the year of Sophocles’ death: this 
was the year of the Archon Callias, in which Aristophanes’ Frogs were brought out 
at the Lena, and the death of Sophocles is presupposed in this comedy as well as 
that of Kunpides. The Vita Sophoclis, however, following Istrus and Neanthes, 
places the death of Sophocles at the Choés; and as the Choés, which belonged to 
the Anthesteria, were celebrated in the month Anthesterion, a!ter the Lenza, which 
fell in the month Gamelion, the death of Sophocles must be referred to the year 
before the archonship of Callias, consequently to Olymp 93.2. If we suppose that 
some coufusion has taken place, and substitute for the Choés the lesser, or country 
Dionysia, we should still be very far short of the necessary time for conceiving, 
writing, and preparing for the stage such a comedy as the Frogs, even though we 
should also suppose an intercalary mouth inserted between Poseiieon and Gamelion, 


+ Ebicrorou, tive, racods acapas, v. 668 ff. Comp. chap, XXII. § 12 
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an allusion to this fact in a passage of the GEdipus at Colonus,* where 
Antigone says, by way of apology for Polyneices, “ Other people, too, 
have had bad children, and a choleric temper, but have been induced 
by the soothing speeches of their friends to give up their anger.” 

§ 12. It was then in the latter years of his life that Sophocles com- 
posed this tragedy, which the ancients justly designate as a sweet and 
charming poem ;+ so wonderfully is it pervaded by gentle and amiable 
feelings, so deeply tinged with a tone mixed up of sorrow for the 
miseries of human existence and of comforting and elevating hopes. 
This drama impresses every susceptible reader with a warmth of sensi- 
bility as if it treated of the weal of the poet himself; here, more than 
in any other poem, one can recognize the immediate language of the 
heart.t In this play the aged Sophocles has plunged into the recollec- 
tions of his youth, during which the monuments and traditions of his 
rustic home, the village of Colonus near Athens, had made a deep and 
lasting impression on his mind: in the whole piece, and especially in 
the charming parodos-song which celebrates the natural beauties and 
ancient glory of Colonus, he expresses in the most amiable manner his 
patriotism and his love for his home. At Colonus were hallowed spots 
of every kind, consecrated by faith in the powers of darkness; a grove 
of the Erinnyes, who were designated as “the venerable goddesses” 
(ceuval); “ a brazen threshold,” as it was called, which was regarded 
as the portal of the subterranean world; and, among other things, also 
an abode where (Edipus was said to dwell beneath the earth as a pro- 
pitious deity, conferring upon the land peace and bliss, and destroying 
its enemies, especially the Thebans. The touching thought that this 
CEdipus, whom the Erinnyes had so cruelly persecuted in his life-time, 
should find rest from his sorrows in their sanctuary, had been mythically 
expressed in other places, and was connected with particular localities. 
That such a sacrifice, however, to the avenging goddesses, one recon- 
ciled to them, and even tranquillized by them, should also possess the 
power of conferring blessings, depends upon the fundamental ideas of 
the worship of the Chthonian deities among the Greeks, which directly 
ascribe to the powers of the earth and the night a secret and mysterious 
fulness of life. It was in reference to these,§ according to the views of 


* ZN ta abroy' cick ycartgois youu zanol. W.1192 ff. 

+ Mollissimum ejus carmen de GEdipode. Cicero de Fin, v. i. 3. 

t Not to touch upon the higher ideas, we may also refer to the complaints of the 
chorus about the miseries of old age, v. 1211. There is a counterpoise to these 
laments in the subsequent praises of an easy death, at peace with the gods. 

§ Sophocles himself says, v. 62, of the temples and monuments of Colonus, 
rourré co raur toch, & Kiv', ov Adyos Tynwpey’ ard Fh Luvaucia ANiEOV, Vlog not cele- 
brated by poets and orators, but only by local tradition. How far Aischylus was 
from conceiving anything of the kind may be seen from several passages in the 
Seven against Thebes; according to which Cdipus must have been dead and 
buried in Thebes before the war, and this was in accordauce with the more ancient 
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Sophocles, that Gidipus, at the very commencement of his unhappy 
career, before his rencontre with Laius, received an oracle from the 
Delphic Apollo, stating that he would reach the end of his sorrowful 
journey through life iu that place, where he should obtain an hospitable 
reception from the Erinnyes. He does not, however, perceive that he is 
approaching the fulfilment of the oracle till the beginning of the drama, 
when, wandering about as an exile, he unexpectedly learns that he is in 
the sanctuary of these goddesses. It is, however, long befcre the 
people of Colonus, who hasten to the spot, are willing to receive him: 
they are shocked in the first place by the audacity of the stranger, who 
has so boldly profaned the grove of the fearful goddesses, and in the 
next place by the terrible curse which attaches to his destiny: and it is 
the noble and humane disposition of Theseus, the prince of the country, 
which first assures him of reception and protection in Attica. Mean- 
while, a second oracle comes to light. It has been obtained by the 
parties who are contending for the sovereiguty of Thebes, and promises 
conquest and prosperity to those who possess Gidipus or his grave. ‘This 
gives occasion for a number of scenes in which Creon and Polyneices, 
both of whom have grievously offended Qédipus, strive with all their 
might to gain his aid for their own purposes; but they are at once 
haughtily rejected by him, assured as he is by the protection of Athens 
from all outward violence. The real object of these scenes, which fill 
up the middle portion of the tragedy, obviously is to represent the blind 
and aged Cidipus a miserable being, bowed down by a curse, disgraced, 
and banished, yet raised to a state of honour and majesty by the ister- 
position of the divinity in his favour; and in this state he is elevated 
far above his enemies, who before ill-treated him in the insolence of 
power. There is a sort of majesty even in the anger with which he 
sends from him, loaded with a curse, his wicked son Polyneices, now so 
deeply humbled ; although, according to our notions, the Greek Charis 
may appear somewhat harsh and rude in this instance. After this ex- 
altation upon earth, the thunder of Zeus is heard, calling Gidipus to the 
other world ; and we learn, partly from what Gidipus said before, and 
’ partly from the messenger who comes back to us, how Gidipus, adorned 
for death in festal attire, and summoned by subterraneous thunders and 
voices, has vanished in a mysterious manner from the surface of the 
earth. ‘Theseus puts a stop to the laments of the daughters with the 
words, “One must not complain of the manner in which the Chthonian 
powers display their favours: it were an offence to the gods to do so.’’* 
tradilions. See v. 976.1004, It is tre that Euripides has the same tradition in 
his Phenisse, v. 1707; but this tragedy belongs to a period (about Oly mp. 93) 


when Sophocles’ Gidipus at Colonus, though not yet brought out, might have been 
known to the lovers of literature at Athens. 


OV 7 , , AWE 8 v ‘ . i , ~ 
SV. A7SL. madsrs dgivan, waides: tv ols yay Xagis 4 Xdovia Eby oy’ dorbxsiras, vevbely ob 
xen VEMETIS yee. 
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Tt cannot have escaped any attentive reader how much in this mythus, 
so treated, is applicable not merely to the old hero G&dipus, but also to 
the destiny of man in general, and how a gentle longing for death, as a 
deliverance from all worldly troubles and as a clearing up of our ex- 
istence, runs through the whole; and certainly the political references 
to the position of Athens at that time in rerard to other states, even 
though they are more prominent in this than in other pieces, are quite 
subordinate in comparison with these leading ideas.* 

§ 13. Thus the tragedies of Sophocles appear to us as pictures 
of the mind, as poetical developements of the secrets of our souls and 
of the laws to which their nature makes them amenable. Of all the 
poets of antiquity, Sophocles has penetrated most deeply into the re- 
cesses of the human heart. He bestows very little attention on facts ; 
he regards them as little more than vehicles to give an outward mani- 
festation to the workings of the mind. For the representation of this 
world of thought, Sophocles has contrived a peculiar poetical language. 
If the general distinction between the language of poetry and prose is 
that the former gives the zdeas with greater clearness and vividness, 
and the feelings with greater strength and warmth; the style of 
Sophocles is not poetical in the same degree as that of /Eschylus, because 
it does not strive after the same vivid description of sensible impres- 
sions, and because his art is based upon a delineation of the manifold 
delicate shades of feeling, and not on an exhibition of the strong and 
uncontrollable emotions. Accordingly, the style of Sophocles comes a 
good deal nearer to prose than that of Aischylus, and is distinguished 
from it less by the chotce of words than by their use and connexion, and 
by a sort of boldness and subtilty in the employment of ordinary ex- 
pressions. Sophocles seeks to make his words imply something which 
people in general would not expect in them: he employs them ac- 
cording to their derivation rather than according to their actual use ; 
and thus his expressions have a peculiar pregnancy and obscurityt 
which easily degenerates into a sort of play with words and significa- 


* It is true that the whole piece is full of references to the Peloponnesian war 
and to the devastations to which Attica was subjected, though they spared the 
country about Colonus and the Academy, aud the holy olive-irees. Difficulties, too, 
are occasioned by the tone of commendation in which Theseus speaks of the character 
of Thebes in general (vy. 919), fur Thebes was certainly at this period one of the foes 
of Athens; and it might be supposed that this passage was added by the younger 
Sophocles after Thrasybulus had liberated Athens with the aid of the Thebans. The 
drama, however, is too much of one character to give any room for such a surmise ; 
and we must therefore conclude, that Sophocles knew there existed among the people 
of Thebes a disposition favourable to Athens, whereas the aristocrats who had the 
upper hand inthe government were hostile to that city. After the termination of 
the Peloponnesian war, the democratic party at Thebes showed themselves more 
and more in favour of Athens and opposed to Sparta. 

+ Especiaily also one, of which the speakers themselves are unconscious ; so that, 
without knowing it, they often describe the real state of the case. This belongs es- 
sentially to the tragical irony of Sophocles, of which we have spoken above (§ 8.) 
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tions. With regard to this, it must be remarked that, at the period 
when he wrote, the spirit of the Greek nation was in a state of progres- 
sive developement, in which it entered upon speculations beyond its 
own impulses and their utterance by means of words and sentences, 
and in which the reflecting powers were every day gaining more and 
more the mastery over the powers of perception. In such a period 
as this, an observation of and attention to words in themselves is 
perfectly natural. Besides, at this time of vehement excitement, the 
Athenians had an especial fondness for a certain difficulty of expression.* 
An orator would please them less by telling them everything plainly 
than by leaving them something to guess, and so giving them the satis- 
faction of acquiring a sort of respect for their own sagacity and discern- 
ment. Thus Sophocles often plays at hide and seek with the significa- 
tions of words, in order that the mind, having exerted itself to find out 
his meaning, may comprehend it more vividly and distinctly when it is 
once arrived at. In the syntactical combinations, too, Sophocles is very 
expressive, and to a certain extent artificial, while he strives with great 
precision to mark all the subordinate relations of thought. Perspicuity 
and fluency are incompatible with such a style as this; and, indeed, 
these properties were not generally characteristic of the rhetoric of the 
time. The style of Sophocles moves on with a judicious and accurate 
observation of all incidental circumstances, and does not hurry forwards 
with inconsiderate haste ; though in this very particular there is a dif- 
ference between the older and the more recent tragedies of Sophocles, 
for several speeches in the Ajax, the Philoctetes, and the C&dipus at 
Colonus have the same oratorical flow which we find in Euripides.t In 
the lyrical parts, this distinct exhibition and clear illustration of the 
thoughts are combined with an extraordinary grace and sweetness: 
several of the choral odes are, even taken by themselves, master-pieces 
of a sort of lyric poetry, which rivals that of Sappho in beauty of de- 
scription and grace of conception. Sophocles, too, has with singular 
good taste cultivated the Glyconian metre, which is so admirably calcu- 
lated for the expression of gentle and kindly emotions. 


* Cleon says (in Thucydides III. 38) that the Athenians may easily be deceived 
by noveiues of style; that they despise what is common, admire what is strange, 
and, though they speak not themselves, are nevertheless so far rivals of the speaker 
that the, follow close upon him with their thoughts, and even outrun him. 


4 See the speeches of Menelaus, Agamemnon, and Teucer, in the second part of 
the Ajax, and Gidipus’ defence in v. 960 of the GEdipus at Colonus, 
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CHAPTER XXV, 


§ 1. Difference between Sophocles and Euripides, The latter essentially speculative. 
Tragedy a subject ill-suited for his genius. § 2. Intrusion of tragedy into the 
interests of the private and, § 3, public life of the time. § 4. Alterations in the 
plan of tragedy introduced by Euripides. Prologue and, § 5, Mews ea machina. 
§ 6. Comparative insignificance of the chorus. Prevalence of monodies. § 7. 
Style of Euripides. § 8. Outline of his plays: the Alcestis; § 9. the Medea; 
§ 10. the Hippolytus; § 11. the Heeuba. § 12. Epochs in the mode of treating 
his subject: the Heracleide; § 13. the Suppliants; § 14. the Ion; § 15. the 
raging Heracles; § 16. the Andromache; § 17. the Trojan Women; § 18. the 
Electra; § 19. the Helena; § 20. the Iphigenia at Tauri; § 21. the Orestes; 
§ 22. the Phenician Women; § 23. the Bacchanalians; § 24. the Iphigenia at 
Aulis. § 25. Lost pieces: the Cyclops. 


§ 1. Tue tragedies of Sophocles are a beautiful flower of Attic genius, 
which could only have sprung up on the boundary line between two 
ages differing widely in their opinions and mode of thinking.* Sophocles 
possessed in perfection that free Attic training which rests upon an 
unprejudiced observation of human affairs ; his thoughts had entire 
freedom, and the power of mastering outward impressions; yet with all 
this, Sophocles admits a something which cannot be moved and must 
not be touched, which is deeply rooted in our conscience, and which a 
voice from within warns us not to bring into the whirlpool of specula- 
tion. He is, of all the Greeks, at once the most pious and most en- 
lightened. In treating of the positive objects of the popular religion of 
his country, he has hit upon the right mean between a superstitious 
adherence to outward forms and a sceptical opposition to the traditionary 
belief. He has always the skill to call attention to that side of his re- 
ligion, which must have produced devotional feelings even in a reflecb 
ing and educated mind of that time.t 

The position of Euripides, in reference to his own time, was totally 
different. Although he was only eleven years younger than Sophocles, 
and died about half a year before him, he seems to belong to an entirely 
different generation, in which the tendencies, still united in Sophocles 
and presided over by the noblest perception of beauty, had become irre- 


* Comp. chap. XX. § 7. 

+ The respect which Sophocles everywhere evinces for the prophetic art is highly 
worthy of remark, and to a modern reader must be particularly surprising. It does 
not, however, appear in his dramas as an inex) licable guessing at accidental oceur- 
rences, but as a thorough initiation into the great and just dispensations of provi- 
dence. In the Ajax, the Philoctetes, the Trachinian Women, the Antigone, the 
two CEdipuses, the prophecies express profound ideas though enveloped occasionally 
in a mystical phraseology. Euripides has no sympathy with this reverence for the 
prophetic art. 
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concileably opposed to one another, Euripides was naturally a serious 
character, with a decided bias towards nice and speculstive inquiries into 
the nature of things human and divine. In comparison with the cheer- 
ful Sophocles, whose spirit without any effort comprehended life in 
all its significance, Euripides appeared to be morose and peevish.* 
Although he had applied himself to the philosophy of the time and had 
entered deeply into Anaxagoras’ ideas with regard to matters relating 
principally to physical science in general, while in regard to moral 
studies he had manifestly allowed himself to be allured by some of the 
views of the sophists; nevertheless, the philosophy of Socrates, the op- 
ponent and conqueror of the sophists, had, on the whole, gained the 
upper hand in his estimation. We do not know what induced a person 
with such tendencies to devote himself to tragic poetry, which he did, 
as is well known, in the twenty-sixth year of his age, and in the very 
same’year in which Adschylus died (Olymp. 81. 1. 3.c. 455.)+ Suffice 
it to say, that tragic poetry became the business of his life, and he had no 
other means of giving to the world the results of his meditations. With 
respect to the mythical traditions, however, which the tragic muse 
had selected as her subjects, he stood upon an entirely different footing 
from Eschylus, who recognized in them the sublime dispensations of 
providence, and from Sophocles, who regarded them as containing a 
profound solution of the problem of human existence. He found him- 
self placed in a strange, distorted position with regard to the objects of 
his poetry, which were fully as disagreeable as they were attractive to 
him. He could not bring his philosophical convictions, with regard to 
the nature of God and his relation to mankind, into harmony with the 
contents of these legends, nor could he pass over in silence their incon- 
gruities. Hence it is that he is driven to the strange necessity of 
carrying on a sort of polemical discussion with the very materials and 
subjects of which he had to treat. He does this in two ways: some- 
times, he rejects as false those mythical narratives which are opposed to 
purer conceptions about the Gods; at other times, he admits the 
legends as true, but endeavours to give a base or contemptible appear- 
ance to characters and actions which they have represented as great 
and noble. Thus, the two favourite themes of Euripides are, to re- 
present Helen, whom Homer has had the skill, notwithstanding her 
failings, to clothe with dignity as well as loveliness, as a common 


* He is called orgugvds and pucoytaws by Alexander AStolus, in the verses quoted 
by Gellius N. A-xv. 20, 8, y a 


+ This is in accordance with the Vita Euripidis, which Elmsley published from a 
MS. in the Ambrosian Library, and which, with several alterations and additions, is 
also found in a Paris and Vienna MS. According to Eratosthenes, who gives the 
age of 26 for his first appearance and of 75 for his death, he must have been born in 
Olymp. 74. 3. 5, c. 482-1, although the Parian marble places his birth at Olymp. 
Ag 4. It is clearly only a legend that he was born on the day of the battle of 

alamis. 
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prostitute, and Menelaus as a great simpleton, who, in order to get back 
his worthless wife, has brought so many brave men into distress and 
danger—and distinctly to blame and misrepresent the deed of Orestes 
as a crime to which he had been urged by the Delphic oracle; whereas 
AEschylus has striven to exhibit it as an unavoidable though a dreadful 
deed. 

§ 2. Although Euripides, as an enlightened philosopher, might have 
found pleasure in showing the Athenians the folly of many of the tra- 
ditions which they believed in and considered as holy, yet it is somewhat 
strange that he all along kept close to these mythical subjects, and did 
not attempt to substitute for them subjects of his own inyention, as his 
contemporary Agathon did, according to Aristotle, in his piece called 
“the Flower” (é@oc). It is certain that Euripides regarded these 
mythological traditions as merely the substratum, the canvas, on which 
he paints his great moral pictures without the restraint of any rules. 
He avails himself of the old stories in order to produce situations in 
which he may exhibit the men of his own time influenced by mental 
excitement and passionate emotion. There is great truth in the dis- - 
tinction which Sophocles, according to Aristotle, made between the 
characters of his plays and those of Euripides, when he said that he re- 
presented men as they ought to be, Euripides men as they are :* for, 
while Sophocles’ persons have all something noble and great in thei» 
composition, and even the less noble are in a measure justified and 
eunobled by the sentiments of which they are the vehicle, Euripides, on 
the other hand, strips his of the ideal greatness which they claimed as 
heroes and heroines, and allows them to appear with all the petty pas- 
sions and weaknesses of people of his own time{—properties which 
often make a singular contrast to the grave and measured speeches and 
the outward pomp which the tragic cothurnus carries with it. All the 
characters of Euripides have that loquacity and dexterity in the use of 
words§ which distinguished the Athenians of his day, and that vehe- 
mence of passion which, formerly restrained by the conventions of 
morality, was now appearing with less desire for concealment every day, 
They have all an extraordinary fondness for arguing, and consequently 


* Arist, Poet. 25. ° 

+ Like the Atride in the Ajax, Creon in the Antigone, Ulysses in the Philoctetes, 
There are no absolute villains in Sophocles; but in Euripides, Polymestor in the 
Hecuba, Menelaus in the Orestes, and the Achwan princes in the Troades, very 
nearly deserve that appellation. In general, every person in ancient tragedy is, to 
a certain extent, rizht in his way of thinking: the absolutely insignificant and con- 
temptible occupy by no means so much space in ancient tragedy as in our own, 

{ Thus, Buripides represents heroes, like Bellerophon and Ixivn, as mere misers. 
With similar caprice, he turns the seven heroes warring against Thebes into 80 
many characters from common life, interesting enough, it is true, but nut elevated 
above the ordinary standard. 


§ ormpuria, duvorns. Comp, chap. XX, § 7. 
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are on the watch for every opportunity of reasoning on their views of 
things human and divine. Along with this, objects of common life are 
treated with the minutest attention to petty circumstances of daily oc- 
currence,* as when Medea makes a detailed complaint of the unhappy 
lot of women, who are obliged to bring a quantity of money as dowry 
in order to purchase for themselves a lord and master; and as Her- 
mione, in the Andromache, enlarges on the topic, that a prudent hus- 
band will not allow his wife to be visited by strange women, because 
they would corrupt her mind with all sorts of bad speeches.{ Euripides 
must have bestowed the greatest pains on his study of the female 
character. Almost all his tragedies are full of vivid sketches and in- 
genious remarks referring to the life and habits of women. The deeds 
of passion, bold undertakings, fine-spun plans, as a general rule, always 
originate with the female characters, and the men often play a very de- 
pendent and subordinate part in their execution. One may easily con- 
ceive what a shock would be given by thus bringing forward the women 
from the domestic restraint and retirement in which they lived at 
Athens. But it would be doing Euripides great injustice if we were, 
like Aristophanes, to make this a ground for calling him a woman- 
hater. The honour which his mode of treating the subject confers on 
the female sex is quite equal to any reproaches which he puts upon 
women. Euripides also brings children on the stage more frequently 
than his predecessors; perhaps he did this for the same reason that 
made people, when brought before the criminal courts on charges in- 
volving severe punishment, produce their children to the judges in order 
to touch their hearts by the sight of their innocence and helplessness. 
He brings them on in situations which must have moved the heart of 
every affectionate father and mother among his audience,§ although 
they were seldom introduced as speaking or singing, because this was 
not possible without making some tedious arrangements.|| 

§ 3. Euripides also avails himself of every opportunity of touching 
upon ‘public events, in order to give weight to his opinions on political 
subjects, whether favourable or unfavourable. He expresses himself 


* cinsia redywurd, ois seauel’, ois Edvecuey, says Aristophanes, Frogs, 959. 

+ Euripides, Medea, 235. 

{ Eurip. Androm. 944. 

§ As when Peleus holds up the little Molossus to untie the cords with which his 
mother is bound (Androm, 724). Astyanax, in the Troades, is first embraced by his 
mother in the midst of her bitter grief, and afterwards brought in dead upon a 
shield. The infant Orestes must coax Agamemnon, so as to make him listen to the 
prayers of Iphigenia. 

|| As in the scenes in the Alcestis and the Andromache (for the children of 
Medea are heard erying out from behind the scenes). One of the chorus then stood 
behind the scenes and sang the part which the child acted, and which was called 
Tupurx7Nos ASO ragaroghynexy & name which comprehended all the chorus did 
besides their proper part. . 
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against the dominion of the multitude, especially when it consisted 
chiefly of the sea-faring people, who were so numerous among the 
Athenians.* He inveighs severely against the demagogues who, by 
their unbridled audacity, were hurrying the people to destruction.+ He 
shows himself, however, no friend to the aristocrats of the time, but 
represents their pride in their riches and high descent as utter folly. 
When he declares his political creed more directly,{ he makes the well- 
heing of the state and the preservation of good order depend on the 
middle class.§ Euripides has an especial affection for the agriculturists 
who till the land with their own hands: he regards them as the real 
patriots and the protectors of the state.|| Thus we may select from the 
works of Euripides sentences and sentiments for every situation of 
human life; for Euripides is fond of taking a general and abstract 
view of all relations of things: and it is just because it is so easy to 
extract sententious passages from his plays, and collect them in antho- 
logies, that the later writers of antiquity, who were better able to appre- 
ciate the part than the whole—the pretty and clever passages than the 
general plan of the work—have so greatly liked and admired this poet. 
Euripides takes such liberties with his dialogue, and allows himself 
such an arbitrary extension of it, that he has a place in it even for in- 
direct poetical criticisms, which he turns against his predecessors, espe- 
cially Aischylus. There are distinct passages in the Electra and the 
Pheenisse, which every one at Athens must have understood as object- 
ing, the former to the recognition scenes in the Choéphore, the latter to 
the descriptions of the besieging warriors, before the decision of the 
battle, as stiff and unnatural.4{ Euripides never expresses himself 
against Sophocles in this manner. Although the contemporary and 
rival of Sophocles, he always appears, even in the Frogs of Aristo- 
phanes, in hostile opposition to Auschylus, whose manner he despised as 
rough and uncultivated, 7éschylus being the favourite of the old honest 
Athenians of the race of those who fought at Marathon, and Euripides 
the hero of the more modern youth, brought up in sophistical opinions 
and rhetorical studies. Sophocles stands superior to this clash of 


* The vavrixh dvaocia is mentioned in the Hec. 611, and again in the Iphig. at 
Aul. 919. ‘ f 

+ The demagogue of Argos mentioned in the Orestes, 895, “ an Argive and no 
Argive,” seems to be an allusion to Cleophon, who had great influence towards the 
end of the Peloponnesian war, but was said to bea Thracian, and therefore not a 
genuine citizen of Athens, pe 

t As in the remarkable passage of the Supphants, 241: recis yuo woruray 
peel des, &c. 

§ reiy 3 paige, Ry wiow cole Tod ; 

|| The abroveyoi: see Electra, 389, Orest. 911. He has a great antipathy to the 
heralds, whom he attacks on every occasion. 

@ Eurip. Electra, 523, Pheniss.764. After the battle, however, Kuripides finds 
this description quite appropriate. 
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parties, for he had actually found the means of reconciling and uniting 
in himself the old deep-rooted morality and the more enlightened views 
of the age. ‘That the Athenians were conscious of this, and that in 
his life-time Euripides had not so many partizans as we might lave 
supposed, may be seen in the fact that, although he wrote a great 
number of plays (in all ninety-two),* he did not gain nearly so many 
tragic victories as Sophocles.t 

§ 4. We may connect with these remarks on the developement of 
the thoughts in the tragedies of Euripides, some observations on their 
form or outward arrangement, since it may easily be shown how nearly 
this is connected with his mode of treating the subjects. There are 
two elements in the outward form of tragedy which are almost entirely 
due to Euripides—the prologue and the deus ex machina, as it is called, 
In the prologue, some personage, a god or a hero, tells in a monologue 
who he is, how the action is going on, what has happened up to the 
present moment, to what point the business has come, nay more, if the 
prologuer is a god, also to what point it is destined to be carried.{ 
Every unprejudiced judge must look upon these prologues as a retro- 
grade step from a more perfect form to one comparatively defective. It 
is doubtless much easier to show the state of affairs by a detached nar- 
rative of this kind than by speeches and dialogues which proceed from 
the action of the piece; but the very fact that these narratives have 
nothing to do with the context of the drama, but are only a make-shift 
of the poet, is also a reason why the form of the drama should suffer 
from them. That Euripides himself probably felt this appears from the 
manner in which he has been at the pains of justifying, or at least ex- 
cusing, this sort of prologue in the Medea, one of the oldest of his re- 
maining plays. The nurse of Medea there says, after having recounted 
the hard fate of her mistress and the resentment which it has excited in 
her, that she has herself been so overcome with grief on Medea’s ac- 
count, that she is possessed with a longing to proclaim to earth and 
heaven her mistress’s unhappy lot.§ Euripides, however, with his peculiar 
tendencies, could not well have dispensed with these prologues. As it 
is his sole object to represent men under the influence of passion, he 
found it necessary to lay before the spectator a concise statement of the 


* Of which seventy-five are spoken of as extant; and of these three were not con- 
sidered genuine. 

+ Euripides did not gain a victory till Olymp. 84. 3.8. ¢. 441, His victories 
amounted on the whole to five; according to some writers, to fifteen. Sophocles 
gained eighteen, twenty, or twenty-four victories, 

t For example, in the Ion, the Hippolytus, and the Bacche; in the Hecubha, too, 
the shade of Polydorus appears with the divine power of foretelling the future. In 
the Alcestis, however, the whole form of the prologue is different. Jn the Troades 
the prologue, included in the dialogue between Poseidon aud Athena, goes a good 
way beyond the action of the piece. Comp. § 16, 

§ Eurip. Med. 56 foll. 
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circumstances which had brought them to that point, in order that he 
might be able, as soon as the piece actually began, to paint the parti- 
cular passion in all its strength.* Besides, so complicated are the 
situations into which he brings his characters, in order to have an op- 
portunity of thoroughly developing a varied play of affections and pas- 
sions, that it would be difficult to make them intelligible to the specta- 
tors otherwise than by a circumstantial narration, especially when 
Euripides, in his arbitrary treatment of the old stories, ventures to give 
a different turn to the incidents from that with which the Athenians 
were already familiar from their traditions and poetry.+ ' 

§ 5. With regard to the dews ex machina, it is much the same sort 
of contrivance for the end of a play of Euripides that the monologues 
we have mentioned are for the beginning. It is a symptom that dra- 
matic action had already lost the principle of its natural developement, 
and was no longer capable of producing, in a satisfactory manner, from 
its own resources, a connexion of beginning, middle, and end. When 
the poet had by means of the prologue pointed out the situation, from 
which resulted an effect on the passions of the chief character and a 
contest with opposing exertions, le introduced all sorts of complica- 
tions, which rendered the contest hotter and hotter, and the play of pas- 
sions more and more involved, till at last he can hardly find any side on 
which he may bring the impassioned actions of the characters to a 
definite end, whether it be a decided victory of one of the parties, or 
peace and a reconciliation of the contending interests. Upon this, 
some divinity appears in the sky, supported by machinery, announces 
the decrees of fate, and makes a just and peaceable arrangement of the 
affair. Euripides, however, by degrees only, became bolder in em- 
ploying this sort of denouement. He winds up his earliest plays 
without any deus ex machina ; then follow pieces in which the action 
is brought to its proper end by the persons themselves, the deity being 
introduced only to remove any remaining doubt and to complete the 
work of tranquillizing the minds of those who might be discontented , 
and it was not till the end of his career that Euripides ventured to lay 
all the weight on the deus ex machina, so that it is left to this power 
alone, not to undo, but to cut asunder the complicated knot of human 
passions, which otherwise would be inextricable.{ The poet attempted 
to make up for any want of satisfaction which this might occasion to 
the mind, by endeavouring to gratify the bodily eye: he often intro- 


* As in the Medea, the Hippolytus, and other plays. 

+ Examples confirmatory of these views may be derived from the Orestes, the 
Helena, and the Electra, 

+ This applies to the Orestes. Besides this, we find the Deus ex machina in the 
Hippolytus, the Ion, the Iphigenia at Taun, the Suppliants, the Andromache, the 
Helena, the Electra, and the Bacche. 
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duced the divinity in such a manner as to surprise, or even, in the first 
instance, to terrify the spectator, by exhibiting him in all his greatness 
and power, and surrounding him with a halo of light; in some cases he 
combined with this other startling appearances, which could not have 
been brought forward without some acquaintance with the science of 
optics.* 

§ 6. The position of the chorus also was essentially perverted by the 
changes which Euripides allowed himself to make in the outward form 
of tragedy. The chorus fulfils its proper office when it comes forward 
to mediate between, to advise, and to tranquillize opposing parties, who 
are actuated by different views of the case, and who have, or at least for 
the time appear to have, each of them the right on their own side. The 
special object of the stasima is, by reference to higher ideas, to which 
the contending powers ought to submit, to introduce a sort of equili- 
brium into the irregularities of the action. The chorus fulfils this office 
in very few of the plays of Euripides ;+ it is generally but little suited 
for so dignified a position. Euripides likes to make his chorus the 
confidant and accomplice of the person whom he represents as under 
the influence of passion; the chorus receives his wicked proposals, and 
even lets itself be bound by an oath not to betray them, so that, how- 
ever much it may wish to hinder the bad consequences resulting from 
them, it is no longer capable of doing so.t Asa chorus so related to 
the actors is seldom qualified to pronounce weighty and authoritative 
opinions, by which a restraint may be placed on the unbridled passions 
of the actors, it generally fills up the pauses, in which its songs take 
place, with lyrical narrations of events which happened before, but have 
some reference to the action of the piece. How many of the choral 
songs of Euripides consist of descriptions of the Grecian hosts which 
sailed for Troy and of the terrible destruction of that city! In the 
Pheenisse, the subject of which is the contest of the hostile brothers at 
Thebes, the choral songs tell all the terrible and shocking stories con- 
nected with the house of Cadmus. We might almost class these 
stasima with the species of choral songs mentioned by Aristotle, and 


* In the Helena it is clear that, while the Dioscuri are speaking, we see Helen 
escape from the shore (v. 1662); so also in the Iphig. Taur., vy. 1446, we see the 
ship with the fugitives out at sea. In the Orestes, v. 1631, Helen appears hovering 
in the air, It is clear that these were images, which must have been prepared and 
lighted up in some peculiar manner so as to produce the desired impression. For 
this purpose, no doubt, they used the #wixdxasov, of which Pollux says (IV. § 131) that 
distant objects were represented by means of it, such as heroes swimming in the sea 
or carried up to heaven. 


t Most of all perhaps in the Medea, where the stasima, altogether or in part com- 
posed in the lively rhythms of the Doric mode, are sometimes designed to represent 
the justice of Medea’s wrath and hatred against Jason, at other times to mitigate 
her revenge which is hurrying her to extremes, 


{ Thus in the Hippolytus, v. 904, 
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called embolima, because they were arbitrarily inserted as a lyrical and 
musical interlude between the acts, without any reference to the sub- 
ject of the play; much in the same way as those pauses are now-a-days 
filled up with instrumental music ad libitum. We are told that these 
embolima were first introduced by Agathon, a friend and contemporary 
of Euripides.* 

The tragedy of Euripides did not, however, on this account lose its 
lyrical element; it only came more and more into the hands of the 
actors, in the same proportion as it was taken from the chorus. The 
songs of persons on the stage form a considerable part of the tragedies 
of Euripides, and especially the prolix airs or monodies, in which one of 
the chief persons declares his emotions or his sorrows in passionate 
outpourings.+ These monodies were among the most brilliant parts of 
the pieces of Euripides: his chief actor, Cephisophon, who was nearly 
connected with the poet, showed all his power in them. A lively ex- 
pression of the emotions, called forth by certain outward acts, was their 
chief business ; we must not expect here that elevation of soul which is 
nurtured by great thoughts. With Euripides in particular, this species 
of lyric poetry lost more and more in real, sterling value; and these 
descriptions of pain, sorrow, and despair degenerated into a trifling play 
with words and melodies, to which the abrupt short sentences, tumbling 
topsy-turvy, as it were, the questions and exclamations, the frequent 
repetitions, the juxta-position of words of the same sound, and other 
-artifices, imparted a sort of outward charm, but could not make up for 
the want of meaning in them. There is a feeble, childish, affected tone 
in these parts of the later pieces of Euripides, which Aristophanes, who 
never spares him, not only felt himself, but rendered obvious to others 
by means of striking parodies.{ 

The laxity and shallowness of these lyrical pieces is also shown in 
the metrical form, which is always growing looser and more irregular 
in several ways, especially in the accumulation of short syllables. 
In the Glyconic system, in particular, Euripides, after Olymp. 89. 
(about B. c. 424.), allowed himself to take some liberties by virtue of 
which the peculiar charms of this beautiful metre degenerated more 
and more into yoluptuous weakness.§ 


* A Latin critic of some weight, the tragedian and reviewer Accius, who in his 
Didascalie imitated the similar labours of the Alexandrine grammarians, says in a 
fragment quoted by Nonius, p. 178. ed. Mercer., Euripides, qui choros temerarius in 
Sabulis.—¥ ormer critics have supposed that a choral song in the Helena of Euripides 
(v. 1301) has been interpolated from another tragedy; and indeed some things in it 
would be more intelligible if the choral song had originally belonged to the 
Protesilaus, 

+ See above Chap. XXII. § 13. 

t See Aristophan. Frogs, v. 1330 foll. 

§ G. Hermann has in several places called attention to the revolution which oc- 
curred in Olymp. 90. in the mode of treating several metres, 
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§ 7. The style of Euripides in the dialogue cannot be distinguished 
in any marked manner from the mode of speaking then common in the 
public assemblies and law courts. The comedian calls him a poet of law- 
speeches ; conversely, he esserts, it is necessary to speak “in @ spruce 
Euripidean style’’* in the public exhibitions, The perspicuity, facility, 
and energetic adroitness of this style made the greatest impression at the 
time. Aristophanes, who was reproached with haying learned much 
from the poet to whom he was so constantly opposed, admits that he had 
adopted his condensation of speech, but adds, sarcastically, that he takes 
his thoughts less from the daily intercourse of the market-place.t 
Aristotle remarks,{ that Euripides was the first to produce a poetical 
illusion by borrowing his expressions from ordinary language; that 
his audience needed not for illusion’s sake to transport themselves into 
a strange world, raised far above themselves, but remained at Athens in 
the midst of the Athenian orators and philosophers. Euripides was 
incontestably the first who proved on the stage the power which a fluent 
style, drawing the listener along with it by means of its beautiful 
periods and harmonious falls, must exert upon the public mind; nay 
more, he even produced a reaction on Sophocles by means of it. But 
it cannot be denied that he gave himself up teo much to this facility 
also, and his characters sometimes display quite as much garrulity as 
eloquence; the attentive reader often misses the stronger nourishment 
of thoughts and feelings furnished by the style of Sophocles, which, 
thongh more difficult, is at the same time more expressive. Euripides,” 
too, descends so low to common life in his choice of expressions 
that he actually uses words of a nobler meaning in the sense which 
they bore in the common colloquial language.§ Finally, it must be 
remarked, though the establishment of this position belongs to the 
history of the Greek Janguage, that we find traces in Euripides of an 
impaired feeling for the laws of his own language. In the lyrical pas- 
sages he uses forms of inflexion, and in the dialogue compound words, 
which offend against the well-founded analogy of the Greek language ; 
and he is perhaps the first of all the Greek authors who can be charged 
with this. 

§ 8. In these considerations of the poetry of Euripides in general we 
have often referred to the distinction which subsists between the earlier 


* noureverrinas: The Knights, v. 18. 


i owes yee avr TOU CroMaTos Te Trey yvA, 
Tous yas 0 ayoouious Hrrav A xsives gam? 

ie 1 o Sa i Aato’s r yy 5: 
—Fragment in the Scholia to I lato’s Apology, p. 93, 8, Fragm. No. 397. Dindorf, 

{ Rhetor. III. 2. § 5. 

§ Thus he used ceevds in a bad sense, 
Medea, 219, see Klmsley ; Hippolyt, 
“ foolishness;” Helena, 1066. 


Seuss as signifying “ proud,” « arrogant ;” 
93,1056; rarciorns as signifying  simpheity,” 
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aud later plays of this poet; in the following remarks cn some of the 
separate plays we shall endeavour to make this distinction still clearer 
and more definite. | 

The first, in point of time, of the extant plays of Euripides is, as it 
happens, not adapted to serve as a striking example of the style of his 
tragedies at that time. The same authority* that has made known to 
us the year in which the Alcest¢s was brought out (Olymp. 85, 2. B. c. 
438), also informs us that this drama was the last of four pieces, conse- 
quently, that it was added instead of a satyric drama toa trilogy of 
tragedies. ‘This one notice places us at once on the right footing with 
reeward to it, and sets us free from a number of difficulties which would 
otherwise interfere with our forming a right judgment of the piece. 
When we consider al] the singularities of this play—its hero, Admetus, 
allowing his wife to die for him, and reproaching his father with not 
having made this sacrifice ; the toper Hercules making a most unmusical 
uproar in the house of mourning as he feasts like a glutton and drinks 
potations pottle-deep; and especially the farcical concluding scene, in 
which Admetus, the sorrowing widower, strives long not to be obliged 
to receive Alcestis, who has been won back from death and is intro- 
duced to him asa stranger, because he is afraid for his continence— 
we must admit that this piece deserves the name of a tragi-comedy 
rather than that of a tragedy proper. We cannot get rid of the 
comicality of these situations by an excuse derived from the rude naiveté 
of the ancient poetry. ‘The shortness of the drama, in comparison with 
the other plays of this poet, and the simplicity of the plan, which requires 
only two actors, all this convinces us that we must not include this 
play in the list of the regular tragedies of Euripides. As it is, however, 
it perfectly fulfils its destination of furnishing a cheerful conclusion to 
a series of real tragedies, and thus relieving the mind from the stress of 
tragic feeling which they had occasioned. 

§ 9. The Medea, on the contrary, which was brought out Olymp. 
87.1. B.c. 431, is unquestionably a model of the tragedies of Euripides, 
a great and impressive picture of human passion. In this piece Euri- 
pides takes on himself the risk, and it was certainly no slight risk in 
those days, of representing in all her fearfulness a divorced and slighted 
wife: he has dome this in the character of Medea with such vigour, that 
all our feelings are enlisted ou the side of the incensed wife, and we 
follow with the most eager sympathy her crafty plan for obtaining, by 
dissimulation, time and opportunity for the destruction of all that. is dear 


* A didascalia of the Alcestis, e co’, Vaticano, published by Dindorf in the Oxford 
Edition of 1834. 

+ For Alcestis, when she returns to the stage as delivered from the power of death, 
is represented by a mute. The part of Kumelus is a parachoregema, as it was called, 


See above, § 2 note. 
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to the faithless Jason; and, though we cannot regard this denouement 
without horror, we even consider the murder of her children as a 
deed necessary under the circumstances. The exasperation of Medea 
against her husband and those who have deprived her of his love 
certainly contains nothing grand: but the irresistible strength of this 
feeling, and the resolution with which she casts aside all and every 
of her own interests, and even rages against her own heart, produces a 
really great and tragic effect. The scene, which paints the struggle in 
Medea’s breast between her plans of revenge and her love for her 
children, will always be one of the most touching and impressive ever 
represented on the stage. The judgment of Aristotle, that Euripides, 
although he does not manage everything for the best, is neverthe- 
less the most tragical of the poets,* is particularly true of this piece. 
Euripides is said to have based his Medea on a play by Neophron, an 
older or contemporary tragedian, in which Medea was also represented 
as murdering her own children.t Others, on the contrary, maintain 
that Euripides was the first who represented Medea as the murderess 
of her children, whereas the Corinthian tradition attributed their death 
to the Corinthians,—but certainly he did not make this change in the 
story because the Corinthians had bribed him to take the imputation of 
guilt from them, but because it was only in this way that the plot 
would receive its full tragical significance. 

§ 10. The Hippolytus Crowned,{ brought out Olymp. 87. 4.3. c. 428, 
is related to the Medea in several points, but is far behind it in unity 
of plan and harmony of action. The unconquerable love of Phedra for 
her step-son, which, when scorned, is turned into a desire to make him 
share her own ruin, is a passion of much the same kind as that of 
Medea. These women, loving and terrible in their love, were new ap- 
pearances on the Attic stage, and scandalized many a champion of the 
old morality ; at any rate, Aristophanes often affects to believe that the 
morals of the Athenian women were corrupted by such representations 
on the stage. The passion of Phedra, however, is not so completely 
the main subject of the whole play as Medea’s is: the chief character 
from first to last is the young Hippolytus, the model of continence, the 
companion and friend of the chaste Artemis, whom Euripides, in con- 
sequence of his tendency to attribute to the past the customs of his own 
age, has made an adherent of the ascetic doctrines of the Orphic school ;§ 
the destruction of this young man through the anger of Aphrodite, 
whom he has despised, is the general subject of the play, the proper 


*oPoct ews. 
+ According to the fragments of Neophron in the Scholia, 


{ As distinguished from an older play, the Veiled Hippolytus, which appeared in 
an altered and improved form in the Hippolytus Crowned, 


§ Comp, Chap. XVI, § 3, 


LITERATURE OF ANCIENT GREECE. 3869 


action of the piece; and the love of Phaedra is, in reference to this 
action, only a lever set in motion by the goddess hostile to Hippolytus. 
It cannot be denied that this plot, as it turns upon the selfish and cruel 
hatred of a deity, can give but little satisfaction, notwithstanding the 
great beauties of the piece, especially the representation of Phaedra’s 
passion. 

§ 11. The Hecuba also, although a little more recent,* belongs to 
this class of tragedies, in which the emotion of passion, a pathos in the 
Greek sense of the word, is set forth in all its might and energy. The 
piece has been much censured, because it is deficient in unity of action, 
which is certainly much more important to tragedy than the unity of 
time or place. The censure, however, is unjust. It is only necessary 
that the chief character, Hecuba, should be made the centre-figure 
throughout the piece, and that all that happens should be referred to 
her, in order to bring the seemingly inconsistent action to one harmo- 
nious ending. Hecuba, the afflicted queen and mother, learns at the 
very beginning of the piece a new sorrow; it is announced to her that 
the Greeks demand the sacrifice of her daughter Polyxena at the 
tomb of Achilles. The daughter is torn from her mother’s arms, 
and it is only in the willing resignation and noble resolution with 
which the young maiden meets her fate that we have any alleviation of 
the pain which we feel in common with Hecuba. Upon this, the female 
servant, who was sent to fetch water to bathe the dead body of 
Polyxena, finds on the sea-shore, washed up by the breakers, the 
corpse of Polydorus, the only remaining hope of his mother’s declining 
age. The revolution, or perzpeteia, of the piece consists in this, that 
Hecuba, though now cast down into the lowest abyss of misery, no 
longer gives way to fruitless wailings; she complains now much less 
than she did before of this last and worst of misfortunes; but she, a 
weak, aged woman, a captive, and deprived of all help, nevertheless finds 
means in her own powerful and active mind (for the Hecuba of Euri- 
pides is from first to last a woman of extraordinary boldness and free- 
dom of mind+) to take fearful vengeance on her perfidious and cruel 
enemy, the Thracian king, Polymestor, With all the craft of a woman, 
and by sagaciously availing herself of the weak as well as of the good 
side of Agamemnon’s character, she is enabled not merely to entice the 


* Aristophanes ridicules the play in the Clouds, consequently in Olymp. 89. 1. 
p. c. 423, The passage v. 649 seems to refer to the misfortunes of the Spartans at 
Pylos in B.c, 425, 

+ She is also a sort of free-thinker. She says (Hecuba, 794) “that law and 
custom (vé2;) rule over the gods; for it is in conformity with custom that we be- 
lieve in the gods.” And in the Troades (v. 893) she prays to Zeus, whoever he may 
be in his inscrutable power, whether he is the necessity of nature or the mind of men $ 
upon which Menelaus justly remarks that she has “innovated” the prayers to the 
gods (ciyas txainous.) 
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barbarian to the destruction prepared for him, but also to make an 
honourable defence of her deed before the Jeader of the Greek host. 

§ 12. It seems as if Euripides had exhausted at rather an early 
period the materials most suited to his style of poetry: no one of his 
later pieces paints a passion of such energy as the jealousy of Medea 
or the revengeful feelings of Hecuba. It is possible too that his 
method generally may not have had such capabilities as the manner 
in which Sophocles has been able to make the old legends applicable 
to the developement of characters and moral tendencies. Euripides 
endeavours to find a substitute for the interest, which he could no 
longer excite by a representation of the effects of passion, in the intro- 
duction of a greater number of incidents on the stage and in a greater 
complication of the plot. He calls up the most surprising occurrences 
in order to keep the attention on the stretch; and the action is designed 
to represent the proper developement of a great destiny, notwithstand- 
ine the accidents which may thwart and oppose it. The pieces of this 
period ure also particularly rich in allusions to the events of the day 
and the relative position of the parties which were formed in the Greek 
states, and calculated in many ways to flatter the patriotic vanity 
of the Athenians. But on this it must be remarked, that he does not, 
like Adschylus, consider the mythical events in any real connexion with 
the historical, and treat the legends as the foundation, type, and pro- 
phecy of the destinies of the time being, but only seeks out and eagerly 
lays hold of an opportunity of pleasing the Athenians by exalting their 
national heroes and debasing the heroes of their enemies. 

The Heracleide can afford us no satisfaction unless we pay attention 
to these political views. This play narrates with much circumstantial 
detail and exactness, like a pragmatical history, how the Heracleidie, 
as poor persecuted fugitives, find protection in Athens, and how by the 
valour of their own and the Athenian heroes they gain the victory over 
their oppressor, Eurystheus; it does not, however, create much tragic 
interest. The episode, in which Macaria with surprising fortitude 
voluntarily offers herself as a sacrifice, is designed to put a little spirit 
Into the drama; only it must be allowed that Euripides makes rather 
too much use of the touching representation of a noble, amiable maiden 
yielding herself up as a sacrifice, either of her own accord or at least 
with singular resolution.* All the weight, however, in this piece is laid 
upon the political allusions. The generosity of the Athenians to the 
Heracleidee is celebrated in order to charge with ingratitude their 
descendants, the Dorians of the Peloponnese, who were such bitter 
enemies to Athens, and the oracle which Eurystheus makes known at 
the end of the play, that his corpse should be a protestion to the land 


* Polyxena. Macaria, Iphigenia at Aulis, 
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of Attica against the descendants of the Heracleide when they should 
invade Attica as enemies, was obviously designed to strengthen the 
confidence of the less enlightened portion of the audience in regard to 
the issue of this struggle. The drama was probably brought out at 
the time when the Argives stood at the head of the Peloponnesian con- 
federacy, and it was thought probable that they would join the Spartans 
and Beeotians in their march against Athens, about Olymp. 89. 3. 
B.C. 42d. 

§ 13. The Supplianis has a considerable affinity to the Heracleide. 
In this play also a great political action is represented with circum- 
stantial detail and with an ostentatious display of patriotic speeches and 
stories. The whole turns on the interment of the fallen Argive heroes, 
which was refused by the Thebans, but brought about by Theseus. It 
is highly probable that Euripides had in view the dispute between the 
Athenians and Beeotians after the battle of Delium, on which occasion 
the latter refused to give up the dead bodies for sepulture (Olymp. 
89. 2. 8. c. 424.) ‘The alliance which Euripides makes the Argive 
ruler contract with Athens on behalf of all his descendants, refers un- 
questionably to the alliance which actually took place between Athens 
and Argos about this time (Olymp. 89. 4. B. c. 421). The piece has, 
however, besides this political bearing, some independent beauties, 
especially in the songs of the chorus, which is composed of the mothers 
of the seven heroes and their attendants; to which are added, later in 
the piece, seven youths, the sons of the fallen warriors. The temple of 
Demeter at Eleusis, where the scene is laid, forms an imposing back- 
ground to the whole piece. The burning of the dead bedies, which is 
seen on the stage, the urns with the bones of the dead which are 
carried by the seven youths, are scenes which must have produced a 
great outward effect; and the frantic conduct of Evadne, who of her 
own accord throws herself on the blazing funeral pile of her husband 
Capaneus, must have created emotions of terror and surprise in the 
minds of the spectators. It is clear that in this play Euripides sum- 
moned to his aid all the resources which might contribute to male its 
representation splendid and effective. 

§ 14, The Jon of Euripides possesses great beauties, but is defective 
in the very same points as those which we have just described. No 
great character, no violent. passion predominates in the poem ; the 
only motive by which the characters are actuated is a consideration of 
their own advantage ; all the interest lies in the ingenuity of the plot, 
which is so involved that, while on the one hand it keeps our expecta~ 
tion on the stretch and agreeably surprises us, on the other hand the 
result is highly flattering to the patriotic wishes of the Athenians. 
Apollo is desirous of advancing Ion, his son by Creusa, the daughter 
of Hreclitheus, to the sovereignty of Athens, but without acknowledging 
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that he is his father. With this view he delivers an ambiguous oracle, 
which induces Xuthus, the husband of Creusa, to believe that Ion is 
his own son, begotten before his marriage with the Athenian princess. 
The violence of Creusa, however, hinders the success of this plan.. She 
endeavours to poison him, whom she considers as her husband’s 
bastard and as an intruder into the ancient royalty of the Erechtheide, 
and Ion, protected by the gods from her attemptupon his life, is about 
to take a bloody revenge on the authoress of the murderous design. 
Upon this, the woman who took care of Ion in his infancy appears with 
the tokens which prove his origin, and Ton at once embraces as his 
mother the enemy whom he was about to punish. The worthy 
Xuthus, however, whom gods and men leave in his error, undoubtingly 
receives the stranger youth into his house and kingdom as his son and 
heir. It is clear that the genera] object of this play is to maintain 
undimmed and undiminished the pride of the Athenians, their aw- 
tochthony, their pure descent from their old earth-born patriarchs and 
national kings. The common ancestor of the Ionians who ruled in 
Attica must not be the son of a stranger settled in the country, an 
Achean chieftain, like Xuthus, but must belong to the pure old Attic 
stock of the Erechtheide. 

§ 15. The Raging Hercules contains very definite indications that 
the poet composed it at a time when he began to feel the inconvenience 
of old age, which might easily be the case from Olymp. 89.3. B.c. 422.* 
This piece is also constructed so as to produce a great effect in the way 
of surprise, and contains scenes—such as the appearauce of the goddess 
Lyssa (Madness), and the representation, by means of an eccyclema, of 
Hercules, bound and recovering from his madness—which must have 
produced a powerful effect on the stage. But it is altogether want- 
ing in the real satisfaction which nothing but a unity of ideas per- 
vading the drama could produce. It is hardly possible to conceive 
that the poet should have combined in one piece two actions so totally 
different as the deliverance of the children of Hercules from the 
persecutions of the blood-thirsty Lycus, and their murder by the hands 
‘of their frantic father, merely because he wished to surprise the 
audience by a sudden and unexpected change to the precise contrary of 
what had gone before. We believe that the afflictions of Hercules and 
his family are over, when suddenly the goddess of madness appears to 
bring about a new and greater sorrow, and to destroy the children by 
the hands of the very person who had delivered them from death in 
the first part of the play, and that too with no apparent ground, except 
that Hera will give no rest to Hercules, although he has got oyer all the 
Jabours hitherto imposed upon him, 


* In the choral song, v. 639 foll. & vedas yoo Gin.ov—especially in the words %+° cas 
yigwy coidds xeradsi uvecwortvay, Compare with this Cresphontes, frag. 15, ed. Matthia. 
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§ 16. We have assigned the two last pieces to this epoch not from 
any external grounds, but on the evidence of their contents. Other 
pieces, the date of which may be definitely assigned, show still more 
clearly the form which the tragedy of Euripides assumed from after 
Olymp. 90. B. c, 420. Tt became more and more his object to repre- 
sent the wayward and confused impulses of human passion, in which, 
by sudden and surprising changes, now the one side, now the other, 
gains the mastery ; the plans of the wicked fail, but even the just 
suffer adversity and affliction, without our being able to perceive any 
solid foundation on which those varied destinies of the individual actors 
are based. 

This is particularly applicable to the Andromache, in which, at first, 
the helpless wife of Hector, who is represented in the play as the slave 
of Neoptolemus, is persecuted to the uttermest by his wife Hermione 
and her father Menelaus; then, by the opportune intervention of 
Peleus, Andromache is set free, Menelaus compelled to retire, and 
Hermione plunged into the most desperate sorrow; upon this Orestes 
appears, carries off Hermione, who was betrothed to him before, and 
contrives plans for the destruction of her husband, Neoptolemus ; the 
news soon arrives that Neoptolemus has been slain at Delphi in conse- 
quence of the intrigues of Orestes; and Thetis, who comes forward as 
the deus er machina, brings consolation and tranquillity, not from the 
past, but from the future, by promising to the descendants of Andro- 
mache the sovereignty of the Molossi, and to Peleus immortality 
among the deities of the sea. If we must seek in this play for a sub- 
ject which goes all through the piece, it is the mischief which a bad 
wife may, in many ways, direct and indirect, bring upon a family. 
Hermione causes mischief in the family of Neoptolemus, as well by the 
jealous cruelty which she exercises in the house as by faithlessly leaving 
ber husband for a stranger. The political references bear a very pro- 
minent part in the piece. The bad characters are throughout Pelopon- 
nesians, and especially Spartans ; and Euripides embraces, with a de- 
light which cannot be mistaken, this opportunity of giving vent to all 
the ill-will that he felt towards the cruel and crafty men and the disso- 
lute women of Sparta. The want of honour and sincerity with which 
he charges the Spartans* appears to refer particularly to the transac- 
tions of the year 420, Olymp. 89. 4.f so that the play seems to have 
been brought out in the course of the 90th Olympiad. 

§ 17. The Troades, or Trajan Women, of which we know with 


* See y. 445 foll., especially the words Atyovres ZAru wiv yrwcon, Poovoivrts DAA. 


+ When Alcibiades, by his intrigues, had got the Spartan ambassadors to say 
Lefore the people something different from what they had intended and wished to 
speak—a deceit which no one saw through at the time —Thucyd, v. 45, 
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certainty that it was brought out Olymp. 91. 1. B. ¢. 415,* is the 
most irregular of all the extant pieces of Euripides, It is nothing 
more than a picture of the horrors which befall a conquered city and of 
the cruelties exercised by arrogant conquerors, though it is continually 
hinted that the victors are in reality more unhappy than the vanquished. 
The distribution of the Trojan women among the Acheans; the selec- 
tion of the prophetic meiden, Cassandra, to be the mistress of Aga- 
memnon, whose death she prophesies; the sacrifice of Polyxena at the 
tomb of Achilles, Astyanax torn from his mother’s arms in order that 
he may be thrown from the battlements of the city walls; then the 
strange contest between Hecuba and Helen before Menelaus, in which 
he pretends to desire to bring the authoress of all the calamities to a 
severe account, but is clearly in his heart actuated by different motives, 
and is willing to take his faithless wife home with him; lastly, the 
burning of the city, which forms the grand finale of the piece; what 
are all these but a series of significant pictures, unfolded one after the 
other and submitted to the contemplation of the reflective spectator ? 
The remarkable feature, however, in this play is, that the prologue gues 
a good way beyond the drama itself, and contains the proper conclusion 
of the whole; for in it the deities, Athena and Poseidon, determine 
between themselves to raise a tempest as the Greeks are returning 
home and so make them pay for all the sins they have committed at 
Troy. In order to gain an end which will satisfy the intentions of the 
poet, we must suppose that this compact is really fulfilled at the end of 
the piece. We almost feel ourselves compelled to conjecture that we 
have lost the epilogue, in which some deity, Poseidon or Athena, ap- 
peared as the deus ex machina, and described the destruction of the 
fleet as in the act of taking place ; there might also have been a per- 
spective view, such as that which we have pointed out in several other 
pieces (§ 5 note), representing the sea raging and the fleet foundering ; 
and thus there would be contrasted with the burning city another pic- 
ture, necessary to give a suitable conclusion to the ideas developed in 
_ the drama and to satisfy the moral requisitions suggested by it. 

§ 18. We must next speak of the Electra, which must obviously be 
assigned to the period of the Sicilian expedition. In this piece Euri- 
pides goes farther than in any other in his endeavour to reduce the old 


* Tn conjunction with two other pieces, the 4/exander and the Palamedes, which 
likewise referred to the Trojan war, and followed in chronological order (for the 
Alexander referred to the discovery of Paris before the Trojan war, and the Pada- 
medes to the earlier part of the war itself), without, however, constituting a ¢rilogy 
according to the views of Aischylus. 

+ The passage (v. 1353) in which the Dioseuri propose to themselves to protect 
the ships in the Sicilian sea, clearly refers to the fleet which sailed from Athens to 
Sicily ; and the following lines possibly refer to the charge of impiety under which 
Alcibiades then laboured. 
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mythical stories to the level of every-day life. He has invented an 
incident, not altogether improbable—that Aigisthus married Electra to 
a common countryman, in order that her children might never gain 
power or influence enough to endanger his life—and this enables the 
poet to put together a set of scenes representing domestic arrangements 
of the most limited and trifling kind. The king’s daughter spends her 
time in labours of housewifery, not so much from need, as in a spirit of 
defiance, in order to show how ill she is treated by her mother; she 
represents an economical manager, who scolds her husband for 
bringing into their poor cottage guests of too great expectations; she 
tells him he must go out and get something to eat from an old friend 
of his, for it is impossible to obtain anything from her father’s house. 
Euripides considers the murder of Algisthus and Clytemnestra as 
proceeding from the vindictive spirit of the brother and sister; they 
bitterly regret it as soon as done, and even the Dioseuri, who ap 

pear as diz ex machina, censure it as the wnwise act of the wise god 
Apollo. 

§ 19. In the concluding scene of the Electra,* Euripides hints at an 
alteration in the story of Helen, which he worked out shortly after 
(Olymp. 91. 4. B. c. 412) in a separate play, the Helena,t in which 
this personage, so often abused by Euripides, is on a sudden repre- 
sented as a most faithful wile, a pattern of female virtue, a most 
noble and elevated character. This is effected by assuming and arbi- 
trarily adapting to his own purpose an idea started by Stesichorus,} that 
the Trojans and Achzans fought for a mere shadow of Helen. Of 
course it is not to be imagined that Euripides was in earnest when he 
adopted this idea, and that he considered this form of the tradition as 
the true and genuine one; he uses it merely for this tragedy, and, as 
we may see in the Orestes, soon returns to the easier and more con- 
genial representation of Helen as a worthless runaway wife. ‘The 
Helena turns entirely on the escape of this heroine from Egypt, where 
the young king wishes to compel her to marry him. Her deliverance 
is effected entirely by her own cunning plans, and Menelaus is only a 
subordinate instrument in carrying them into execution, The country 


* V.1290. 

+ The Helena was performed along with the Andromeda (Schol. Ravenn, on 
Aristoph. Thesm. 1012); and the Andromeda came out in the eighth year before 
the Frogs of Aristophanes (Seho/. on the Froys, 53), which appeared in Olymp, 
93. 3.8. c. 405. The Andromeda is parodied in the Thesmophorvazuse (Olymp. 
92, 1. B. c.411), as a piece brought out the year before; and in several passages of 
the same play, Aristophanes also ridicules the Helena: consequently, the Helena 
must have heen brought out Olymp. 91. 4. . c. 412. This applies very well to the 
violent invéctives against the soothsayers (v. 744 foll.), probably occasioned by the 
recent failure of the Sicilian expedition, which (according to Thucydides and Aris- 
tophanes) the soothsayers of Athens had especially urged the people to undertake. 


+ On this see Chip. XIV, § 5. 
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and people of Egypt, who are in most points represented under a farses 
type, form a very interesting back-ground to the drama. The king’s 
sister, Theonoe, a virgin priestess skilled in the future, but full of 
sympathy for the troubles of mankind, and presiding like a protecting 
goddess over the plans of Helen and her husband, is a grand and 
beautiful conception of the poet. 

§ 20. From the manner in which Euripides has treated the story of 
Helen in.the piece we have just spoken of, it bears a strong resem- 
blance to the action in the Iphigenia at Tauri, except that the ancient 
poet has made no use of the incentive of love in this latter play, for 
Thoas is sufficiently constrained by religious motives to prevent the 
escape of the priestess of the Tauric Artemis and of the strangers 
destined to be sacrificed at her altar. From an argument, too, deriy- 
able from the metrical form of the choral songs, we should feel obliged 
to place the Tauric Iphigenia about this time (Olymp. 92). The 
efforts of the poet in this piece are chiefly directed to construct an arti- 
ficial plot, to introduce, in a surprising but at the same time natural 
manner, the recognition of Orestes by his sister Iphigenia, and to form 
a plan of flight, possible under the circumstances, and taking into the 
account all the difficulties and dangers of the case. The drama, how- 
ever, has other beauties—of a kind, too, rather uncommon in Euripides 
—in the noble bearing and moral worth of the characters. Iphigenia 
appears as a pure-minded young maiden, who has inspired even the 
barbarians with reverence ; her love for her home, and the conviction 
that she is doing the will of the gods, are her only incentives to flight, 
and these are sufficient excuses, according to the views of the Greeks, 
for the imposition which she practises upon the good Thoas. The 
poet, too, has taken care not to spoil the pleasure with which we con- 
template this noble picture, by representing Iphigenia as a priestess 
who slays human victims on the altar. Her duty is only to consecrate 
the victims by sprinkling them with water outside the temple; others 
take them into the temple and put them to death.* Fate, too, has 
contrived that hitherto no Greek has been driven to this coast.+ When 
she flies, however, a symbolical representation is substituted for the 
rites of an actual sacrifice,t whereby the humanity of the Greeks 
triumphs over the religious fanaticism of the barbarians. Still more 
attractive and touching is the connexion of Orestes and Pylades, whose 
friendship is exalted in this more than in any other play. The scene 
in which the two friends strive which of them shall be sacrificed as a 
victim and which shall return home, is very affecting, without any de- 
sign on the part of the poet to call forth the tears of the spectators, 
According to our ideas, it must be confessed, Pylades yields too soon te 


* V.625 foll, t V. 260 foll. t V. 1471 foll. 
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tle pressing entreaties of his friend, partly because the arguments of 
Orestes actually convince him, partly because, as having more faith in 
the Delphic Apollo, he still retains the hope that the oracle of the god 
will in the end deliver them both; whereas we desire, even in such 
cases, an enthusiastic resignation of all thoughts to the one idea, in 
which no thought can arise except the deliverance of our friend. The 
feelings of the people of antiquity, however, were made of sterner stuff; 
their hardihood and simplicity of character would not allow them to be 
so easily thrown off their balance, and while they preserved the truth of 
friendship, they could keep their eyes open for all the other duties and 
advantages of life. 

§ 21. We have a remarkable contrast to the Iphigenia at Tauri in 
the Orestes, which was produced Olymp. 92. 4. B. c. 408, and conse- 
quently was not far removed in point of time from the last-mentioned 
drama. ‘The old grammarians remark that the piece produced a great 
effect on the stage, though all the characters in it are bad, with the ex- 
ception of Pylades ;* and that the catastrophe inclines to the comic. 
It seems to have been the design of Euripides to represent a wild chaos 
of selfish passions, from which there is absolutely no means of escape. 
Orestes is about to be put to death for matricide by virtue of the decree 
of an Argive tribunal, while Menelaus, on whom he had placed his 
dependence, deserts him out of pure cowardice and selfishness. En- 
raged at this abandonment, he determines not to die till he has 
taken vengeance on Helen, the cause of all the mischief, who has 
hidden herself in the palace through fear of the Argives; and when 
she, in a surprising manner, vanishes to heaven, he threatens to slay 
her daughter Hermione, unless Menelaus will pardon and rescue him. 
Upon this the Dioscuri appear, bid him take to wife the damsel at whose 
throat he is holding the drawn sword, and promise him deliverance 
from the curse of the matricidal act. In this manner the knot is out- 
wardly untied, or rather cut asunder, without any attempt or hint at 
unravelling the .real intricacies, the moral questions to which the 
tragedy leads, or purifying the passions by means of themselves, which 
is the object of tragedy, in the proper sense of the word. So far from 
attaining to this object, the ouly impression produced by such a drama 
as the Orestes is’a feeling of the comfortless confusion of human exer- 
tions and relations. 

§ 22. The Phenissa, or Phaenician Women, was not much later than 
the Orestes. We know on sure testimony that it was one of thie last 


* The old critics have also remarked upon the references to the state of affairs at 
the time in the character of Menelaus, who may be considered as a representative of 
the yacillating aud uucertain policy of Sparta at that period. See Schol. onv. 
371,772, 903. 
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pieces which Euripides brought out at Athens,* but it is certainly by 
no means one of the least valuable of his works. In general, it would 
be very difficult to discern in the last pieces of Euripides any marks of 
the feebleness of age, which seems, on the whole, to have had little effect 
on the poets of antiquity. There are great beauties in the Phoonisse, 
such as the splendid scene at the beginning,—in which Antigone, at- 
tended by an aged domestic, surveys the army of the seven heroes from 
a tower of the palace,—and the entrance of Polyneices into the hostile 
city ; we might add the episode about Menceceus, were it not a mere 
repetition of the scene about Macaria in the Heracleide; besides, 
Euripides has made too much use of these voluntary self-sacrifices to 
produce any striking effect by means of them. Notwithstanding, how- 
ever, all the beauties of the details aud all the abundance of the ma- 
terials (for the piece contains, in addition to the fall of the hostile 
brother, also the expulsion of G&dipus and Antigone’s two hercic re- 
solves to perform the funeral rites for her brother aud to accompany her 
banished fathert+), we miss in this play, too, that real unity and harmony 
of action which can result only from an idea springing from the depths 
of the heart and ripened by the genial warmth of the feelings. 

§ 23. Three pieces, of which two are still extant, were brought out 
by the younger Euripides, a son, or more probably a nephew, of the 
eelebrated tragedian, and were performed, after the death of the author, 
as new plays at the great Dionysia. These were the Iphigenia at 
Aulis, the Alemeon, a lost play,t and the Bacche. Of these three 
plays the Bacehe was, as far as we can see, completed by the author 
himself; not, however, immediately for Athens, but for representation 
in Macedonia, Euripides spent the last years of his life, when Athens 
was groaning under the weight of the Peloponnesian war, at the court 
of the Macedonian king, Archelaus, who was net a man of exalted 
moral character, but a politic ruler who had taken great pains iu 
eivilizing his country, and for that object had collected around himself 
a considerable circle of Greek poets and musicians, It is the common 
tradition of antiquity that Euripides died here. The worship of Bac- 
chus was very prevalent in Macedonia, especially in Pieria near Olympus, 
where, at a later period, Olympias, the mother of Alexander, roamed 
about with the Mimallones and Clodones; Archelaus may have cele- 
brated the feast of Bacchus here with dramatic spectacles,§ at which 

* Schol. on Aristoph. Frogs, 53. 

+ One does not see, however, how Antigone could find it possible to carry both 
her resolutions into effect at once. 

tae was the "AAx wala Due Kagivéov for the ’Arxuaiay Ue Wai dos was brought 
out by Euripides along with the Alcestis, 

§ As he also instituted dramatic contests at Diou in Pieria in honour of Zeus and 
the Muses, Diodor. Sic. xvii. 16. Wesseling on xvi. 56. 
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the Bacche was performed for the first time. To this there is an 
allusion in the words of the chorus*—* Happy Pieria, thee Bacchus 
honours, and he will come in order to dance in thee with Bacchic 
. revelry ; he will conduct his Manads over the swift flowing Axius and 
the Lydias, whose streams pour forth blessings.” Euripides would 
hardly have celebrated these rivers in such a manner had not Pella, ithe 
residence of the Macedonian kings, been situated between them, and 
had not the court of the king come to Pieria in order to bear a part in 
the dramatie festival celebrated there. 

The Bacche, or Bacchanalians, developes the story of Pentheus, 
who was so fearfully punished for his attempt to keep the Dionysian 
rites from being introduced into Thebes, and gives a lively and compre- 
hensive picture of the impassioned and enthusiastic nature of this 
worship; at the same time, this tragedy furnishes us with remarkable 
conclusions in regard to the religious opinions of Euripides at the close 
of his life. In this play he appears, as it were, converted into a positive 
believer, or, in other words, convinced that religion should not be ex- 
posed to the subtilties of reasoning; that the understanding of man 
cannot subvert ancestral traditions which are as old as time; that the 
philosophy which attacks religion is but a poor philosophy, and so 
forth ;+ doctrines which are sometimes set forth with peculiar impres- 
siveness in the speeches of the old men, Cadmus and Teiresias, or, on 
the other hand, form the foundation of the whole piece: although it 
must be owned that Euripides, with the vacillation which he always dis- 
plays in such matters, ventures, on the other hand, to explain the offen- 
sive story about the second birth of Bacchus from the thigh of Zeus, by 
a very frigid pun on a word which he assumes to have been misunder- 
stood in the first instance. t 

§ 24. The case is different with the Iphigenia at Aulis, which has 
obviously not come down to us in so perfect a state from the hands of 
the author. In its really genuine and original parts, this Iphigenia is 
one of the most admirable of this poet’s tragedies, and it is based upon 
such a noble idea that we might put it on the same footing with the 
works of his better days, such as the Medea or the Hecuba. This idea 
is, that a pure and elevated mind, like that of Iphigenia, can alone find 
a way out of all the intricacies and entanglements caused by the pas- 
sions and efforts of powerful, wise, and brave men, contending with 
and running counter to one another. In this play Euripides has had 
the skill to invest the subject with such intense interest by depicting the 
fruitless efforts of Agamemnon to save his child, the too late compunc- 


* V. 566. 
+ See v. 200, oddty copdrusoba roar daiworw, and the following verses; v. 1257, wn 
ropois Wale xaKO5. 


+ By an interchange of wngis and syngos, Ve 292, 
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tion of Menelaus, the pride and courage with which Achilles offers him- 
self for the rescue of his affianced bride and for her defence against the 
whole army, that the willingness of Iphigenia to sacrifice herself ap- 
pears as the solution of a very complicated knot, such as generally re- 
quires a deus ex machina in Euripides, and shines with the brightest 
lustre as an act of the highest sublimity. Unfortunately, however, this 
admirable work is disfigured by the interpolation of a number of pas- 
sages, poor and paltry both in matter and in form.* We know not if 
we judge too harshly of the younger Euripides, when we regard these 
as additions by which he sought to complete the piece for representa- 
tion; if so, we must conclude that the art of tragedy sunk altogether 
soon after the death of the great poets. The question is the more dif- 
ficult to answer from the fact that in ancient times there was a totally 
different epilogue to the Iphigenia at Aulis.t It is possible, or rather 
probable, that this was the ending added by the younger Euripides, 
while in other copies the genuine parts alone were transcribed, and that 
at a later period, after the decline of poetry, these copies were com- 
pleted as we have them now 

§ 25. The still extant dramas of Euripides are so numerous and 
varied that we have not found it necessary to our judgment of his 
works to take into account his lost pieces, though, if we are to believe 
the hostile criticisms in Aristophanes and the remarks of other ancient 
writers, there were several of these pieces which presented even more 
glaring specimens of the poet’s faulty mannerism than those which we 
still have; for instance, he attempted in the beggar-hero Telephus to 
produce a touching effect by the outward appearance, by ragged 
clothes, and so forth;{ the Andromeda abounded in showy fooleries 
in the lyrical parts; and the wise Melanippe was full of the enlightened 
reasonings of the new philosophy. The Chrysippus and the Petrithous 
were especially rich in speculations about nature and the soul, the 
Sisyphus in sophistical arguments about the origin of religions ; the two 
last pieces, however, were more correctly ascribed to Critias, the pupil 
of Socrates and the sophists, and well known as one of the Thirty 
Tyrants.§ 

* The worst addition is the epilogue ; the parodos of the chorus is also liable to 
strong suspicions. The prologue, together with the anapests, differs from the cus- 


tomary style of Euripides ; but it has beauties of its own, and, moreover, this part 
of the play has been imitated by Ennius. 

+ According to the well-known passage in ASlian’s Hist. Anima. vii. 39. 

} Euripides subsequently introduced many alterations into this piece, but not 
on account of the jokes in the Frogs of Aristophanes, as we might infer from 
Eustath, on the Ziad, xvi. p. 10845 for it is well known that he was not living when 
that comedy was produced. In general, Euripides frequently altered his plays to 
suit the public taste, as we are told he did the Hippolytus. In the first edition of 
this play, Phaedra was a much more importunate lover. 

‘ § We have entirely passed over the Rhesus; for although there was a play of 
Euripides with this name, which Attius seems to have imitated in the Nyctegersis, 
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The predilection of antiquity for Euripides has also preserved us one 
of his satyric dramas, the Cyclops (the only specimen we have of this 
sort of play), though Euripides had not distinguished himself parti- 
cularly in this branch of dramatic poetry. As a specimen of the 
satyric drama, for which the story of Polyphemus is peculiarly 
adapted, the play possesses some interest, but it wants that genial 
originality which we should have been warranted in expecting in a 
satyrical drama by Aschylus. 

Euripides probably died in Olymp. 93. 2. B. c. 407, though the 
ancients also assign the following year for his death.* Sophocles 
mourned for him in common with the rest of Athens and brought his 
actors uncrowned to the tragic contest. This must have happened at 
the dramatic contests in the winter of B. c. 407 and 406; Sophocles 
himself died soon after, about the spring of B. c. 406 (Olymp. 93. 2.), 
if we may give credit to the old stories which place his death in con- 
nexion with the feast of the Anthesteria. 


CHAPTER XXVI. 


§ 1. Inferiority of the other tragic poets. § 2. Contemporaries of Sophocles and 
Euripides: Neophron, Ion, Aristarchus, Acheus, Carcinus, Xenocles. § 3. 
Tragedians son:ewhat more recent: Agathon; the anonymous son of Cleomachus, 
Tragedy grows effeminate. § 4. Men of education employ tragedy as a vehicle 
of their opinions on the social relations of the age. § 5. The families of the 
great tragedians: the AZschyleans, Sophocleans, and the younger Huripides. 
§ 6. Influence of other branches of literature ; tragedy is treated by Cheremon 
in the spirit of lax and effeminate lyric poetry. § 7. Tragedy is subordinated to 
rhetoric in the dramas of Theodectes. 


§ 1. We may consider ourselves fortunate in possessing, as speci- 
mens of Greek tragedy, master-pieces by those poets, whom their 
contemporaries and all antiquity unanimously regarded as the heroes 
of the tragic stage. /Eschylus, Sophocles, and Euripides are the 
names which continually recur whenever the ancients speak of the 
height which tragic poetry attained at Athens; the state itself dis- 
tinguished them by founding institutions the object of which was to 
preserve their works pure and unadulterated, and to protect them 
the extant piece bears no mark of the pen of Euripides, and must rather be con- 
sidered as an imitation of Aeschylus or Sophocles. It probably belongs to the later 
Athenian tragedy, perhaps to the school of Philocles, for it is clear from v. 944 that 
it comes from Athens. The scene in which Paris appears the instant that Diomedes 


and Ulysses have left the stage, while Athena is still there, requires four actors; and 
this may also be used as an argument to prove that it was composed at a later period, 


* See Chap, XX1V, § 11 note, 
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from being interpolated at the caprice of the actors ;* and soon 
afterwards they were rather read in the closet than heard in the 
theatre, and became identified with the existence of the later Greeks 
and Romans. 

Their contemporaries among the tragedians must be regarded as, for 
the most part, far from insignificant poets, inasmuch as they main- 
tained their place on the stage beside them, and not unfrequently 
gained the tragic prize in competition with them. Yet, though their 
separate productions may have been in part happy enough to merit 
most fully the approbation of the public, the genera/ character of these 
poets must have been deficient in that depth and peculiar force of 
genius by which the great tragedians were distinguished. If this had 
not been the case, their works would assuredly have attracted greater 
attention and have been read more frequently in later times. 

§ 2. Nzopuron, of Sicyon, must have been one of the most ancient 
of these poets, if the Medea of Euripides was really in part an imita- 
tion of one of his plays :+ in that case he must be distinguished from 
a younger Neophron, who was a contemporary of Alexander the Great. 

Ton, of Chios, lived at Athens in the time of Aischylus and Cimon, 
and in the fragments of his writings speaks of the events of their day 
as from personal knowledge. He was a very comprehensive writer, 
and, what was very uncommon in ancient times, a prose author as well 
asa poet. [He wrote history in the dialect and after the manner of 
Herodotus, except that he paid more attention to the private life of dis- 
tinguished individuals: he also composed elegies{ and lyrical poems of 
various sorts. He did not come forward as a tragedian till after the 
death of Aischylus (Olymp. 82.), whose place, it seems, he expected 
to fill on the stage. The materials of his dramas were in a great 
measure taken from Homer; they may have been connected in 
trilogies like those of Auschylus ; the few remains,§ however, hardly 
allow us to trace the connexion of these trilogical compositions. 
Although correct and careful in the execution, his productions were de- 
ficient in that higher energy which is remarkable in the more genial 
poets. || 


* According to a law, proposed by the orator Lycurgus, authentic copies of the 
works of the three poets were kept in the archives of Athens, and it was the duty of 
the public secretary (yeapuareds ris wédzws) to see that the actors delivered this text 
only. See the life of Lycurgus in Plutarch’s /ite decem Oratorum, where the 
words, ob% teivas yao airds ddArws dvoxeiverées have been properly added. 

t See the didascatia to the Medea of Euripides (where it would be best to change 
yewvoioPieavaas Diaoxsvdous into ray NsoPgovas 3.),and Dog. Laert.ii. 134. Buta good deal 
might be said against this account, and perhaps the relation between the two plays 
was precisely the converse. 

; See Chap. X. § 7. p. 113. notes. 

§ Ionis Chii fragmenta collegit Nieverding. Lipsie, 1836. 

|| According to the judgment of the critic Longinus de Subdim, 33, 
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Arisrarcuus, of Tegea, came forward in Olymp. SL. 2. B. c. 454, 
and, as we have mentioned above,* was the first to produce tragedies 
according to the standard of greater length, which was subsequently 
observed by Sophocles and Euripides. Some of his tragedies, espe- 
cially the Achilles, gained some reputation at a later period, from being 
imitated by Ennius. 

Acuazus, of Eretria, brought out many dramas at Athens after 
Olymp. 83, but only once obtained the prize. A sort of artificial man- 
ner was peculiar to him; the fragments of his dramast contain much 
strange mythology, and we learn that his expressions were often forced 
and obscure. Nevertheless, with such peculiarities he may easily have 
merited the favourable opinion of some ancient critics, who considered 
him the best writer of satyric dramas next to Hschylus. In construct- 
ing such dramas he could hardly have avoided making some strange 
combinations and indulging in some far-fetched witticisms. 

Carcinus, with his sons, forms a family of tragedians, known to us 
chiefly from the jokes and mockeries of Aristophanes. The father was 
a tragedian, and the sons appeared as choral-dancers in his plays; 
only one of them, Xenocles, also devoted himself to the profession of 
poetry. As far as we can judge from a few hints, both father and son 
were distinguished by a sort of antiquated harshness in their mode of 
expression. Yet Xenocles, with his tragic trilogy, @dipus, Lycaon, 
Bacche, and the satyrical drama Athamas, gained the prize over the 
trilogy of Euripides to which the Troades belonged. From the 
Athenian Carcinus we must distinguish a later tragedian of the same 
name, who was of Agrigentum. 

§ 3. AGATHON was a very singular character. He came before the 
public with his first tragedy in Olymp. 90. 4. B. c. 416, when he was 
still a young man, and spent his riper years at the court of Archelaus, 
King of Macedon, where he died about Olymp. 94, 4. B.c. 400. His 
strange demeanour and habits have enabled Aristophanes (especially in 
the Thesmophoriazus@) and Plato (in the Symposium) to give us some 
sketches of him, which bring the man before our eyes in the most 
vivid and striking manner. Naturally delicate and effeminate, as 
well in body as in mind, he gave himself up entirely to this mood, and 
coquetted with a‘sort of grace and charm with which he endeavoured 
to invest everything that he took in hand. The lyrical part of his 
tragedies was an amiable and insinuating display, of cheerful thoughts 
and kindly images, but did not penetrate deeply into the feelings. In 
accordance with these views, Agathon had devoted himself to the new arts, 
by which the sophists of the time, and especially Gorgias, had produced 


* Chap. XXI. § 4. 
+ Achzi Eretriensis fragmenta eollegit Urlichs. Bonn, 1834, 
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such an effect on the Athenian public. He borrowed from Gorgias his 
novel and ingenious combinations of thought, which deluded the hearer 
into the idea that he had really gained an entirely new insight into the 
subject, and also the figures of opposition and parallelism (Antitheia, 
Parisa), which gratified the prevailing taste of the age by giving the 
structure of the sentence an appearance of symmetry and regularity.* 
We should, however, have prized very much the possession of such an 
original work as Agathon’s “ Flower” (avOoc) must have been. 

Still more effeminate must have been the poetry of an author whom 
Cratinus the comedian designates only as the sonof Cleomachus.t The 
Archon, he tells us, gave this poetaster a chorus iu preference to 
Sophocles, although he was not worthy to provide songs for a chorus at 
the wanton female festival of the Adonia. He compares the chorus 
of this poet, which expressed, in soft Lydian melodies, corresponding 
thoughts and feelings, to licentious women from Lydia, who were 
ready for all sorts of harlotry. It seems that the same poet, who was 
probably named Cleomenes, composed erotic poems in a lyrical form, 
and transferred their characteristics to his tragedies. 

§ 4. About this time the tragic stage received a great influx of 
poets, which, however, does not prove that a great advance had taken 
place in the art of tragic poetry. Aristophanes speaks of thousands of 
tragedy-making prattlers, more garrulous by a good deal than Euri- 
pides: he calls their poems muses’ groves for swallows, comparing 
their trifling and insignificant attempts at polite literature with the 
chirping of birds ;{ happily these dilettanti were generally satisfied 
with presenting themselves once before the people as tragic poets. 
There was such a taste for the composition of tragedies that we find 
among those who wrote for the stage men of the most different 
pursuits and dispositions, such as Critias, the head of the oligar- 
chical party at Athens, and Dionysius THE First, tyrant of Syracuse, 
who often came forward as a competitor for the tragie prize, and had 
the satisfaction of receiving the crown once before he died. Such men 
were fond of availing themselves of tragedy, in the same way that 
Euripides did, as a vehicle for bringing before the public in a less sus- 
picious manner their speculations on the political and social interests of 


* As in the example quoted by Aristotle Rhetor. ii. 24, 10: We might call that 
probable, that many things not probable would occur among men.” 


+ In the difficult passage quoted by Athenzus xiv. p. 638, where, after § Kaco- 
faexov, we must write also +4 KAcouéyou; at all events, the converse alteration is 
less probable. Gnesippus can hardly be this son of Cleomachus, as Athenzus ex- 
pressly calls him a writer of jocular songs only. We must, at any rate, suppose 
with Casaubon that something has fallen out before cxdrrs:, and it is almost 
probable that C/eomenes, who is mentioned in connexion with Gnesippus, is more 
precisely referred to in the lost passage. 


{ Aristophanes’ Frogs, v. 89. foll., verdsvav wovesia 
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their auditors. In the drama ealled Sisyphus (which is perhaps more 
rightly ascribed to Critias than to Euripides*) there was a developement 
of the pernicious doctrine of the sophists, that religion was an ancient 
political institution, designed to sanction the restraints of law by super- 
adding the fear of the gods; and we are told that Dionysius wrote a 
drama against Plato’s theory of the state, which was called a tragedy 
but had rather the character of a comedy. It is well known, too, that 
Plato also composed a tragic tetralogy in his younger days, which he 
committed to the flames when he had convinced himself that dramatic 
poetry was not his vocation. In the opposite party, among the ac- 
cusers of Socrates, Meletus was not a philosopher, but a tragedian by 
profession; we are told, however, that his poetry was as frigid and 
tedious as his character appears hateful to us from his persecution of 
the illustrious sage. 

§ 5. The families of the great poets contributed in a considerable 
degree to continue the tragic art after their deaths. As the great poets 
not only felt themselves called upon by their own taste to devote 
themselves to dramatic poetry, and to bring out plays and teach the 
chorus year after year, but really practised this art as an ostensible pro- 
fession, we cannot wonder that this, like other employments and trades, 
was transmitted by a regular descent to their sons and grandsons, 
Aéschylus was followed by a succession of tragedians, who flourished 
through several generations ;+ his son Euphorion sometimes brought 
out plays of his father’s which had not been represented before, some- 
times pieces of his own, and he gained the tragic prize in competition 
with both Sophocles and Euripides ; similarly, A%schylus’ nephew, 
Philocles, gained the prize against the King Gtdipus of Sophocles, a 
piece which, in our opinion, is not to be surpassed. Philocles must 


* See above, chap. XXV. § 25. 
+ To make this clearer, we subjoin the pedigree of the whole family, chiefly de- 
rived from Boeckh. Traged. Grace principes, p. 32. and Clinton Fast, Hedlen. 11. 


p- XXxill, :— 


Euphorion 
ZEschylus A sister—Philopeithes 
— —~———. , d 
Euphorion Bion Philocles 
Morsimus 
| 
Astydamas 
coc ————“- Se en 
Philocles II. Astydamas II. 


According to Suidas, Bion was also a tragedian. Philocles must have flourished 
even before the Peloponnesian war, for his son Morsimus is ridiculed as a tragic 
poet in the Knights (Olymp. 88.4. n. c. 424.) and Peace (Olymp. 90. 1. B. Os 419.) of 
Aristophanes; and Astydamas came out as a tragedian in Olymp. 95. 2. 8 o, 398 
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have had a good deal of his uncle's manner; his tetralogy, the Pan- 
dionis, probably developed the destinies of Procne and Philomela in a 
connected series of dramas quite according to the Aischylean model, 
and the hardness and harshness* with which he is reproached may have 
followed naturally from his imitation of the style of the old tragedy. 
Morsimus, the son of Philocles, seems to have done but little honour to 
the family; but after the Peloponnesian war the Aischyleans gained 
new lustre from Astydamas, who brought out 240 pieces and gained 
fifieen victories. From these numbers we see that Astydamas in his 
time supplied the Athenian public with new tetralogies almost every 
year at the Lenwa and great Dionysia, and that, on an average, he 
gained the prize once every four contests. + 

With regard to the family of Sophocles, Jophon was an active and 
popular tragedian in his father’s life-time, and Aristophanes considers 
him as the only support of the tragic stage after the death of the two 
great poets. We do not, however, know how a later age answered the 
comedian’s doubtful question, whether Iophon would be able to do as 
much by himself now that he was deprived of the benefit of his father’s 
counsel and guidance. Some years later the younger Sophocles, the 
grandson of the great poet, came forward, at first with the legacy of 
unpublished dramas which his grandfather had left him, and soon after 
with plays of his own. As he gained the prize twelve times, he must 
have been one of the most prolific poets of the day; he was un- 
doubtedly the most considerable rival of the Aischylean Astydamas. 

A younger Euripides also gained some reputation by the side of 
these descendants of the two other tragedians. He stands on the same 
footing in relation to his uncle as Euphorion to Hschylus, and the 
younger Sophocles to his grandfather ; he first brought out plays by 
his renowned kinsman, and then tried the success of his own productions. 

§ 6. By the side of these successors of the great tragedians others 
from time to time made their appearance, and in them we may see 
more distinct traces of those tendencies of the age, which were not 
without their influence on the others. In them tragic poetry appears 
no longer as independent and as following its own object and its own 


* Tixgia, Schol. Aristoph. Av.; Suidas v. @iaoxaa;. He gained from this the epi- 
thets “Aaw/av and Xods, “ salt-pickle’? and “ gall,” 

+ He was the first of the family of Zischylus who was honoured by the Athenians 
with a statue of bronze (’ Acrudduavra Teurov Tw Tee Aig zvAoy Eriuenoay eixoys aAnI) 
which is mentioned by Diog. Laert. ii.5.43. as an instance of the unjust distribution 
of distinctions. He is not quite right, however; for Astydamas lived at the time 
when the use of honorary statues first came into vogue. The statues of the older 
poets, which were shown at Athens at a later period, were erected subsequently and 


by way of supplement, The passage quoted above has been wrongly suspected and 
needlessly altered. o 
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laws, but as subordinated to the spirit which had developed itself in 
other branches of literature. The lyric poetry and the rheloric of the 
time had an especial influence on the form of tragic poetry. 

We shall endeavour to characterize the lyric poetry of this age in a 
subsequent chapter (chap. XXX.) ; here we will only remark gene- 
rally, that it was losing more and more every day the predominance of 
ideas and feelings, and that thé minor accessaries of composition, 
which were formerly subjected to the ruling conceptions, were now, as 
it were, gradually becoming independent of them. It hunts about 
for stray charms to gratify the senses, and consequently loses sight 
of its true object, to elevate the thoughts and ennoble the sensi- 
bilities. 

How much Cue®remon, who flourished about Olymp. 100. x. c. 380, 
was possessed with the spirit of the lyrical poetry of his time, is clear 
from all that is related of him. The contemporary dithyrambic 
poets were continually making sudden transitions in their songs from 
one species of tones and rhythms to another, and sacrificed the unity of 
character to a striving after metrical variety of expression. But 
nobody went farther in this than Cheremon, who, according to 
Aristotle, mixed up all kinds of metres in his Centaur, which seems to 
have been a most extraordinary compound of epic, lyric, and dramatic 
poetry.* His dramatic productions were rich in descriptions, which 
did not, like all those of the old tragedians, belong to the pieces, and 
contribute to place in a clearer light the condition, the relations, the 
deeds of some person engaged in the action, but sprung altogether 
from a fondness for delineating subjects which produce a pleasing im- 
pression on the senses. No tragedian could be compared with Chere- 
mon in the number of his charming pictures of female beauty, in which 
the serious muse of the great tragedians is exceedingly chaste and re- 
tiring; the only counterpoise to this is his passion for the multifarious 
perfumes and colours of flowers. With this mixture of foreign in- 
gredients, tragedy ceases to be a drama, in the proper sense of the 
word, in which everything depends on the causes and developements of 
actions and on manifestations of the will of man. Accordingly, Aris- 
totle calls this Chzremon in connexion with the dithyrambic poet 
Licymnius, poets to be read,t and says, of the former in particular, that 
he is exact, i.e. careful and accurate in detail, like a professed writer, 
whose sole object is the satisfaction of his readers. 

§ 7. But this later tragedy was still more powerfully affected by the 


* Aristotle (Poet. 1.) calls it a pixrn parywdix, so that the epic element must 
have been the foundation of the whole. Athenawus xiii. p, 608, calls it a dga@ua 
TOAUMET LOY. rd 

} dyayworinsl, Aristotle Rhetor. iii 12. 
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rhetoric of the time, that is, the art of speaking as taught in the school. 
Dramatic poetry and oratory were so near one another from the begin- 
ning, that they often seem to join hands over the gap which separates 
poetry from prose. The object of oratory is to determine by means of 
argument the convictions and the will of other men; but dramatic 
poetry leaves the actions of the persons represented to be determined by 
the developement of their own views and the expression of the opinions 
of others, The Athenians were so habituated to hear long public 
speeches in their courts and assemblies, and had such a passion for 
them, that their tragedy, even in its better days, admitted a greater pro- 
portion of speeches on opposite sides of a question than would have 
been the case had their public life taken another direction. But, in 
process of time, this element was continually gaining upon the others, 
and soon transcended its proper limits, as we see even in Euripides, 
and still more in his successors. ‘The excess consists in this, that the 
speeches, which in a drama should only serve as a means of explaining 
the changes in the thoughts and frame of mind of the actors and of 
influencing their convictions and resolves, became, on their own ac- 
count, the chief business of the play, so that the situations and all the 
labour of the poet were directed towards affording opportunities for 
the display of rhetorical sparring. And as the practical object of 
real life was, naturally enough, wanting to this stage-oratory, and as it 
depended on the poet alone how he should put the point of dispute, it 
is easy to conceive that this theatrical rhetoric would, in most cases, 
make a display of the more artificial forms, which in practical life were 
thrown aside as useless, and would approximate rather to the scholastic 
oratory of the sophists than to the eloquence of a Demosthenes, which, 
possessed by the great events of the time, raised itself far above the 
trammels of a scholastic art. 

Tueopectss, of Phaselis, the chief specitnen of this class of writers, 
flourished about Olymp. 106. B. c. 356, in the time of Philip of Mace- 
don. Rhetoric was his chief study, though he also applied himself to 
philosophy ; he belongs to the scholars of Isocrates, another of whom, 
_ a son of Aphareus, also left the rhetorical school for the tragic stage. 
Theodectes never gave up his original pursuits, but came forward both 
as orator and tragedian. At the splendid funeral feast, which the 
Carian queen, Artemisia, instituted in honour of Mausolus, the husband 
whom she mourned for so ostentatiously (Olymp. 106. 4. B. c. 353), 
Theodectes, in competition with Theopompus and other orators, de- 
livered a panegyric on the deceased, and at the same time produced a 
tragedy, the Mausolus, the materials for which were probably borrowed 
from the mythical traditions or early history of Caria; but the 
author certainly had also in view the exaltation of the prince of the 
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same name just dead.* Theodectes had so hit the taste of the age in 
his tragedies that he obtained eight victories in thirteen contests.t 
Aristotle, who was his friend, and, according to some, also his teacher, 
made use of his tragedies, as furnishing him with examples of rhetoric. 
Thus Theodectes, in his Orestes, makes the murderer of Clytamnestra 
rest the justification of his deed on two points; first, that the wife who 
has murdered her husband ought to be put to death; and then, that it 
is the duty of ason to avenge his futher; but, with sophistical address, 
he leaves out the third point to be proved, that the son must murder 
his mother. In his Lynceus, Danaus and Lynceus conteud before an 
Argive tribunal. The former has discovered the secret marriage of his 
daughters with the sons of Hgyptus, and brings the latter bound before 
the tribunal in order to have him condemned and executed; but 
Lynceus unexpectedly gains the victory in the court, and Danaus is 
condemned to death. Affecting speeches, based on skilful argumenta- 
tion, recognition-scenes ingeniously introduced, and paradoxical asser- 
tions cleverly maintained, formed the chief part of the tragedies of this 
time, as we may see from the quotations in Aristotle’s Rhetoric and 
Poetic. The subjects were taken from a very circumscribed set of 
fables, which furnished the sophistical ingenuity of the poet with an in- 
exhaustible fund of materials. The style approximated more and more 
to prose;{ for a high poetical tone, or an antique majesty of diction, 
would have been altogether ill-suited to the subtle niceties of reasoning 
with which the speeches were pervaded. 


* The 4rchelaus of Euripides is similarly related to the Macedonian king, of the 
name in whose honour it was composed, The name Mausolus was an old one in 
Caria. See Herod. v. 118, 

+ According to the epigram quoted by Steph. Byzant. v. Bacnais. According to 
Suidas, he composed fifty dramas; if this number is correct, he contended eleven 
times with tetralogies and twice with trilogies only. 

t See particularly Aristot. Rhefor. iii. 1. 9.; and compare Poetic. 6. The 
Cleophon, whom Aristotle often mentions as having painted characters from every-day 
life, people who are quite common-place in all their thoughts and words. probably 
also belongs to the time of Theodectes, 
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CHAPTER XXVII. 


§ 1. The comic element in Greek poetry due to the worship of Bacchus. § 2. Also 
connected with the Comus at the lesser Dionysia: Phallic songs. § 3. Begin- 
nings of dramatie comedy at Megara: Susarion, Chionides, &c. §4. The per- 
fectors of the old Attic comedy. §5. The structure of comedy. What it has in 
common with tragedy. § 6. Peculiar arrangement of the chorus; Parabasis. 
§ 7. Dances, metres, and style. 


§ 1. Havre followed one species of the drama, 7ragedy, through its 
rise, progress, and decay, up to the time when it almost ceases to be 
poetry, we must return once more to its origin, in order to consider how 
it came to pass that the other species, Comedy, though it sprang from 
the same causes, and was matured by the same vivifying influences, 
nevertheless acquired so dissimilar a form. 

The opposition between tragedy and comedy did not make its first 
appearance along with these different species of the drama: it is as old 
as poetry itself. Bythe side of the noble and the great, the common 
and the base always appear in the guise of folly, and thus make the 
opposed qualities more conspicuous. Nay more, in the same proportion 
as the mind nurtured and cultivated within itself its conceptions of the 
perfect order, beauty, and power, reigning in the universe and exhi- 
biting themselves in the life of man, so much the more capable and 
competent would it become to comprehend the weak and perverted in 
their whole nature and manner, and to penetrate to their very heart and 
centre. In themselves the base and the perverted are certainly no 
proper subject for poetry: when, however, they are received among the 
conceptions of a mind teeming with thoughts of the great and the 
beautiful, they obtain a place in the world of the beautiful and become 
poetic. In consequence of the conditional and limited existence of our 
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race, this tendency of the mind is always conversant about bare realities, 
while the opposite one has, with free creative energy, set up for itself a 
peculiar domain of the imagination. Real life has always furnished 
superabundant materials for comic poetry; and if the poet in working 
up these materials has often made use of figures which do not actually 
exist, these are always intended to represent actual appearances, circum- 
stances, men, and classes of men: the base and the perverted are not 
invented ; the invention consists in bringing them to light in their true 
form. <A chief instrument of comic representation is Wit, which may be 
defined to be,—a startling detection and display of the perverted and 
deformed, when the base and the ridiculous are suddenly illuminated by 
the flash of genius. Wit cannot lay hold of that which is really sacred, 
sublime, and beautiful: im a certain sense, it invariably degrades what 
it handles; but it cannot perform this office unless it takes up a higher 
and safer ground from which to hurl its darts. Even the commonest 
sort of wit, which is directed against the petty follies and mistakes of 
social life, must have for its basis a consciousness of the possession of 
that discreet reserve and elegant refinement which constitute good 
manners. The more concealed the perversity, the more it assumes the 
garb of the right and the excellent ; so much the more comic is it when 
suddenly seen through and detected, just because it is thus brought most 
abruptly into contrast with the true and the good. 

We must now break off these general considerations, which do 
not properly belong to the problem we have to solve, and are only 
designed to call attention to the cognate and corresponding features of 
tragic and comic poetry. If we return to history, we meet with the 
comic element even in epze poetry, partly in connexion with the heroic 
epos, where, as might be expected, it makes its appearance only in 
certain passages,* and partly cultivated in a separate form, as in the Mar- 
gites. Lyric poetry had produced in the iambics of Archilochus master- 
pieces of passionate invective and derision, the form and matter of which 
had the greatest influence on dramatic comedy. It was not, however, 
till this dramatic comedy appeared, that wit and ridicule attained to that 
greatness of form, that unconstrained freedom, and, if we may so say, 
that inspired energy in the representation of the common and contempt- 
ible which every friend of antiquity identifies with the name of Aris- 
tophanes. At that happy epoch, when the full strength of the national 


* As in the episode of Thersites and the comic scene with Agamemnon 
above, chap. VY. § 8 The Odyssey has more elements of the satyric carne 
(as in the story of Polyphemus) than of the comedy proper. Satyric poetry 
brings rude, unintellectual, half-bestial humanity into contact with the tragical ; it 
places by the lofty forms of the heroes not human perverseness, but the want. of 
real humanity, whereas comedy is conversant about the deterioration of civilized 
humanity. With regard to Hesiod’s comic vein, see above chap. XI. §3.3 and fox 
the Margites, the same chap. ) 4, 
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ideas and the warmth of noble feelings were still united with the sa- 
gacious, refined, and penetrating observation of human life, for which 
the Athenians were invariably distinguished among the other Greeks, 
Attic genius here found the form in which it could not merely point out 
the depraved and the foolish as they appeared in individuals, but even 
grasp and subdue them when gathered together in masses, and follow 
them into the secret places where the perverted tendencies of the age 
were fabricated. 

It was the worship of Bacchus again which rendered the construction 
of these great forms possible. It was by means of it that the imagina- 
tion derived that bolder energy to which we have already ascribed the 
origin of the drama in general. The nearer the Attic comedy stands to 
its origin, the more it has of that peculiar inebriety of mind which the 
Greeks showed in everything relating to Bacchus; in their dances, their 
songs, their mimicry, and their sculpture. The unrestrained enjoyments 
of the Bacchic festivals imparted to all the motions of comedy a sort of 
grotesque boldness and mock dignity which raised to the region of 
poetry even what was vulgar and common in the representation: at the 
same time, this festal jollity of comedy at once broke through the 
restraints of decent behaviour and morality which, on other occasions, 
were strictly attended to in those days. ‘‘ Let him stand out of the way 
of our choruses,”’ cries Aristophanes,* “‘ who has not been initiated into 
the Bacchic mysteries of the steer-eating Cratinus.”” The great come- 
dian gives this epithet to his predecessor in order to compare him with 
Bacchus himself. A later writer regards comedy as altogether a product 
of the drunkenness, stupefaction, and wantonness of the nocturnal 
Dionysia ;+ and though this does not take into account the bitter and 
serious earnestness which so often forms a back-ground to its bold and 
unbridled fun, it nevertheless explains how comedy could throw aside 
the restraints usually imposed by the conventions of society. The 
whole was regarded as the wild drollery of an ancient carnival. When 
the period of uniyersal inebriety and licensed frolic had passed away, 
all recollection of what had been seen and done was dismissed, save 
where the deeper earnestness of the comic poet had left a sting in the 
hearts of the more intelligent among the audience. { 

§ 2. The side of the multifarious worship of Bacchus to which comedy 
attached itself, was naturally not the same as that to which the origin of 
tragedy was due. ‘Tragedy, as we have seen, proceeded from the 
Lena, the winter feast of Bacchus, which awakened and fostered an 


* Frogs, v. 356. ; ; 

+ Eunapius, Vite Sophist. p. 32, ed. Boissonade, who explains from this the 
representation of Socrates in the Clouds. During the comic contest the people 
kept eating and tippling ; the choruses had wine given to them as they went on and 
came off the stage. Philochorus in Athenwus, xi. p. 464 F. ; 

t The cofs/, who are opposed to the yaavres. Aristoph. Ecclesiaz. 1155, 
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enthusiastic sympathy with the apparent sorrows of the god of nature. 
But comedy was connected, according to universal tradition, with 
the lesser or country Dionysia, (ra puxpa, re Kar’ aypove Avovioua,) 
the concluding feast of the vintage, at which an exulting joy 
over the inexhaustible exuberant riches of nature manifested itself 
in wantonness and petulance of every kind. In such a feast the comus 
or Bacchanalian procession was a principal ingredient : it was, of course, 
much less orderly and ceremonious than the comus at which Pindar’s 
Epinician odes were sung, (chap. XV. § 3. p. 221,) but very lively and 
tumultuous, a varied mixture of the wild carouse, the noisy song, and 
the drunken dance. According to Athenian authorities, which connect 
comedy at the country Dionysia immediately with the comus,* it is in- 
dubitable that the meaning of the word comedy is “a comus song,” 
although others, even in ancient times, describe it as “a village song,”’+ 
not badly as far as the fact is concerned, but the etymology is manifestly 
erroneous. 

With the Bacchic comus, which turned a noisy festal banquet into a 
boisterous procession of revellers, a custom was from the earliest times 
connected, which was the first cause of the origin of comedy. The 
symbol of the productive power of nature was carried about by this band 
of revellers, and a wild, jovial song was recited in honour of the god in 
whom dwells this power of nature, namely, Bacchus himself or one of 
his companions. Such phallophoric or ithyphallic songs were customary 
in various regions of Greece. The ancients give us many hints about 
the variegated garments, the coverings for the face, such as masks or 
thick chaplets of flowers, and the processions and songs of these comus 
singers. { Aristophanes, in his Acharnians, gives a most vivid picture 
of the Attic usages in this respect: in that play, the worthy Diczopolis, 
while war is raging’ around, alone peacefully celebrates the country 
Dionysia on his own farm; he has sacrificed with his slaves, and now 
prepares for the sacred procession; his daughter carries the basket as 
canephorus ; behind her the slave holds the phallus aloft; and, while 
his wife regards the procession from the roof of the house, he himself 
begins the phallus song, “‘O Phales, boon companion of Bacchus, thou 
nightly reveller!”? with that strange mixture of wantonness and serious 
piety which was possible only in the elementary religions of the ancient 
world. 


* See the quotations chap, XXI. $5. 6 xaos xal of xwpwdoi, The feast of the great 
or city Dionysia is thus described, but it is obyious that the connexion proceeded 
from the country Dionysia. 

f From xéuy. The Peloponnesians, according to Aristotle, Poet. c. 3, used this 
etymology to support their claim to the invention of comedy, because they called 
Villages xdua1, but the Athenians dxuo, 

{ Athenwus, xiv. p. 621, 2, and the lexicographers Hesychius and Suidas, in 
yarious articles relating to the subject. Phallophori, Ithyphalli, Autokabdali, 
lambiste, are the different names of these merryandrews, \ 
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It belonged especially to the ceremonies of this Bacchic feast that, 
after singing the song in honour of the god who was the leader of the 
frolic, the merry revellers found an object for their unrestrained petu- 
lance in whatever came first in their way, and overwhelmed the innocent 
spectators with a flood of witticisms, the boldness of which was justified 
by the festival itself. When the phallophori at Sicyon had come into the 
theatre with their motley garb, and had saluted Bacchus with a song, 
they turned to the spectators and jeered and flouted whomsoever they 
pleased. How intimately these jests were connected with the Bacchic 
song, and how essentially they belonged to it, may be seen very clearly 
from the chorus in the Frogs of Aristophanes. This chorus is supposed 
to consist of persons initiated at Eleusis, who celebrate the mystic 
Dionysus Iacchus as the author of festal delights and the guide to a life 
of bliss in the other world. But this Iacchus is also, as Dionysus, the 
god of comedy, and the jokes which were suitable to these initiated 
persons, as an expression of their freedom from all the troubles of this 
life, also belonged to the country Dionysia, and attained to their highest 
and boldest exercise in comedy: this justifies the poet in treating the 
chorus of the Myste as merely a mask for the comic chorus, and in 
making it speak and sing much that was suitable to the comic chorus 
alone, which it resembled in all the features of its appearance.* And 
thus it is quite in the spirit of the old original comedy that the chorus, 
after having in beautiful strams repeatedly celebrated Demeter and 
Iacchus, the god who has youchsafed to them to dance and joke with 
impunity, directly after, and without any more immediate inducement, 
attacks an individual arbitrarily selected :—“ Will ye, that we join in 
quizzing Archedemus?” &c. ¢ 

§ 3. This old lyric comedy, which did not differ much either in origin 
or form from the Iambics of Archilochus, may have been sung in various 
districts of Greece, just as it maintained its ground in many places even 
after the development of the dramatic comedy.{ By what gradations, 


* See below, chap. XXVIII. $10. 

+ When Aristotle says (Poet. 4) that comedy originated ard ray tkaexovrwy ra 
¢ur21xé, he alludes to these unpremeditated jokes, which the deader of the Phallus 
song might haye produced. : 

t The existence of a lyrical tragedy and comedy, by the side of the dramatic, has 
been lately established chiefly by the aid of Bwotian inscriptions, (Corpus Inscript. 
Grecar. No. 1584,) though it has been violently controverted by others. But 
though we should set aside the interpretation of these Beotian monuments, it 
appears even from Aristotle, Poct. 4, (ra Qudrdimae & Urs nul viv iv wodduis TOV WoKEwy 
Yaptves vopsCoucve,) that the songs, from which the dramatic comedy arose, still 
maintained their ground, as the i#égzaau also were danced in the orchestra at 
Athens in the time of the orators. Hyperides apud Harpocrat. v. \iparara. It 
is clear that the comedies of Antheus the Lindian were also of this kind, according 
to the expressions of Athenzus, (x. p. 445;) “ he composed comedies and many 
other things in the form of poems, which he sang as leader to his fellow-revellers 
who bore the phallus with him.” 
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however, dramatic comedy was developed, can only be inferred from 
the form of this drama itself, which still retained much of its original 
organization, and from the analogy of tragedy: for even the ancients 
laboured under a great deficiency of special tradition and direct in- 
formation with regard to the progress of this branch of the drama. 
Aristotle says that comedy remained in obscurity at the first, because it 
was not thought serious or important enough to merit much attention ; 
that it was not till late that the comic poet received a chorus from the 
archon as a public matter ; and that previously, the choral-dancers were 
volunteers.* The Icarians, the inhabitants of a hamlet which, accord- 
ing to the tradition, was the first to receive Bacchus in that part of the 
country, and doubtless celebrated the country Dionysia with particular 
earnestness, claimed the honour of inventing comedy; it was here that 
Susarion was said, for the first time, to have contended with a chorus of 
Icarians, who had smeared their faces with wine-lees, (whence their 
name, Tpvywcol, or “ lee-singers,”’) in order to obtain the prize, a basket 
of figs and a jar of wine. It is worth noticing, that Susarion is said 
to have been properly not of Attica, but a Megarian of Tripodiscus.t 
This statement is confirmed by various traditions and hints from the 
ancients, from which we may infer that the Dorians of Megara were dis- 
tinguished by a peculiar fondness for jest and ridicule, which produced 
farcical entertainments full of jovial merriment and rude jokes. If we 
consider, in addition to this, that the celebrated Sicilian comedian Epi- 
charmus dwelt at Megara in Sicily, (a colony of the Megarians who 
lived near the borders of Attica,) before he went to Syracuse, and that 
the Sicilian Megarians, according to Aristotle, laid claim to the inven- 
tion of comedy, as well as the neighbours of the Athenians, we must 
believe that some peculiar sparks of wit were contained in this little 
Dorian tribe, which, having fallen on the susceptible temperaments of 
the other Dorians, and also of the common people of Attica, brought the 
talent for comedy to a speedy development. 

Susarion, however, who is said to have flourished in Solon’s time, 
about Ol. 50, somewhat earlier than Thespis,{ stands quite alone 
in Attica; a long time elapses before we hear of any further cultivation 
of comedy by poets of eminence. This will not surprise us if we recol- 
lect that this interval is filled wp by the long tyranny of Peisistratus and 
his sons, who would feel it due to their dignity and security not to allow 
a comic chorus, even under the mask of Bacchic inebriety and merri- 
ment, to utter ribald jests against them before the assembled people of 
Athens; as understood by the Athenians of those days, comedy could 
not be brought to perfection save by republican freedom and equality.§ 

* Poet. 5. Comp. above, chap. XXIIE. § 1, 


+ See Miiller’s Dorians, Book TY. ch. 7. $i. 
j Parian marble, Ep. 39, § See above, ch, XX, § 3, 


LITERATURE OF ANCIENT GREECE. 397 


This was the reason why comedy continued so long an obscure 
amusement of noisy rustics, which no archon superintended, and 
which no particular poet was willing to avow: although, even in this 
modest retirement, it made some sudden advances, and developed com- 
pletely its dramatic form. Consequently, the first of the eminent poets 
received it in a definite and tolerably complete form.* This poet was 
Chionides, whom Aristotle reckons the first of the Attic comedians, 
(omitting Myllus and some other comedians, though they also left their 
works in writing,) and of whom we are credibly informed + that he began 
to bring out plays eight years before the Persian war (O1. 73, B.c. 488). 
He was followed by Magnes, also born in the Bacchic village Icaria, 
who for a long time delighted the Athenians with his cheerful and mul- 
tifarious fictions. To the same age of comedy belongs Ecphantides, 
who was so little removed from the style of the Megarian farce, that he 
expressly remarked in one of his pieces,— He was not bringing for- 
ward a song of the Megarian comedy ; he had grown ashamed of making 
his drama Megarian.”’$ 

§ 4. The second period of comedy comprises poets who flourished 
just before and during the Peloponnesian war. Cratinus died Ol. 89, 
2. B.c. 423, being then very old; he seems to have been not much 
younger than Aeschylus, and occupies a corresponding place among the 
eomic poets; all accounts of his dramas, however, relate to the latter 
years of his life; and all we can say of him is, that he was not afraid to 
attack Pericles in his comedies at a time when that statesman was in 
the height of his reputation and power.§ Crates raised himself, from 
being an actor in the plays of Cratinus, to the rank of a distinguished 
poet: a career common to him with several of the ancient comedians. 
Telecleides and Hermippus also belong to the comic poets of the time 
of Pericles. Eupolis did not begin to bring out comedies till after the 
beginning of the Peloponnesian war (Ol. 87, 3. B.c. 429); his career 
terminated with that war. Aristophanes made his first appearance 
under another name in Ol. 88, 1. B.c. 427, and under his own name, 
Ol. 88, 4. B.c. 424; he went on writing till Ol. 97, 4. B.c. 388. Among 
the contemporaries of this great comic poet, we have also Phrynichus 
(from Ol. 87, 3. B.c. 429); Plato (from Ol. 88, 1. B.c. 427 to Ol. 917, 


* Aristot. Poet. 5. #3n 0 oxnwurd ria wbrns txovons of Asyoustvos airs roinral 
fyneovedovr as. ; 

+ Suidas, y. Xiwv/3n;. Consequently, Aristotle, Poet. 3, (or, according to F. Ritter, 
a later interpreter,) must be in error when he places Chionides a good deal later 
than Epicharmus. i 

Meyugrmns 

napewdias Gon ou Bieiw’* Rope vyopeny 
$0 Oetwu Meyupiney oitiv. , ; 
According to the arrangement of this fragment, (quoted by Aspasius on Aristot, 
Eth. Nic. iy. 2,) by Meineke, Historia Critica Comicorum Grecorum, p. 22, which 
is undoubtedly the correct one. 

§ As appears from the fragments referring to the Odeion and the long walls. 


+ 
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1. B.c, 391, or even longer); Pherecrates (who also flourished during 
the Peloponnesian war); Ameipsias, who was sometimes a successful 
rival of Aristophanes; Leucon, who also frequently contended with 
Aristophanes ; Diocles, Philyllius, Sannyrion, Strattis, Theopompus, 
who flourished towards the end of the Peloponnesian war and subse- 
quently, form the transition to the middle comedy of the Athenians.* 

We content ourselves for the present with this brief chronological 
view of the comic poets of the time, because in some respects it is im- 
possible to characterize these authors, and in others, this cannot be done 
till we have become better acquainted with Aristophanes, and are able 
to refer to the creations of this poet. Accordingly, we will take a com- 
parative glance at some of the pieces of Cratinus, Eupolis, and some 
others, after we have considered the comedy of Aristophanes: but must 
remark here beforehand that it is infinitely more difficult to form a con- 
ception of a lost comedy from the title and some fragments, than it 
would be to deal similarly with a lost tragedy. In the latter, we have 
in the mythical foundation something on which we may depend, and by 
the conformation of which the edifice to be restored must be regulated ; 
whereas comedy, with its greater originality, passes at once from one 
distant object to another, and unites things which seem to have no con- 
nexion with one another, so that it is impossible to follow its rapid 
movements merely by the help of some traces accidentally preserved. 

§ 5. Before we turn to the works of Aristophanes, we must make 
ourselves acquainted with comedy in the same way that we have already 
done with tragedy, in order that the technical forms mto which the poet 
had to cast his ideas and fancies may stand clearly and definitely before 
our eyes. These forms are partly the same as in the tragic drama,— 
as the locality and its permanent apparatus were also common to both; 
in other respects they are peculiar to comedy, and are intimately con- 
nected with its origin and development. 

To begin with the locality, the stage and orchestra, and, on the whole, 
their meaning, were common to tragedy and comedy. The stage 
(Proscenion) is, in comedy also, not the inside of a house, but some 
open space, in the background of which, on the wall of the scene, were 
represented public and private buildings. Nay, it appeared to the 
ancients so utterly impossible to regard the scene as a room of a house, 
that even the new comedy, little as it had to do with actual public life, 
nevertheless for the sake of representation, as we have remarked above, 
(Chap. XXII. § 5,) made the scenes which it represents public: it endea- 


* According to the researches of Meineke, Hist. Crit. Com. Grecorum. Cailias, 
who lived before Strattis, was likewise a comedian: his yeaumarixh reaywdia could 
not have been a serious tragedy, but must have been a joke; the object and occa- 
sion of it, however, cannot easily be guessed at. The old grammarians must haye 
been joking when they asserted that Sophocles and Euripides imitated this 
yermuarinn reeywdia in some piece or other, 
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vours, with as little sacrifice of nature as it. may, so to arrange all the 
conyersations and events that they may take place in the street and at 
the house-doors, The generally political subjects of the ofd comedy 
rendered this much less difficult ; and where it was absolutely necessary 
to represent an inner chamber of a house, they availed themselves of the 
resource of the Eccyclema. 

Another point, common to tragedy and comedy, was the limited number 
of the actors, by whom all the parts were to be performed. According 
to an authority,* (on which, however, we cannot place perfect reliance,) 
Cratinus raised the number to three, and the scenes in most of the 
comedies of Aristophanes, as also in the plays of Sophocles and Euri- 
pides, can be performed by three actors only. The number of subor- 
dinate persons in comedy has made the change of parts more frequent 
and more yaried. Thus, in the Acharnians, while the first player acted 
the part of Diczeopolis, the second and third actors had to undertake 
now the Herald and Amphitheus, then again the ambassador and 
Pseudartabas ; subsequently the wife and daughter of Diczeopolis, 
Euripides, and Cephisophon; then the Megarian and the Sycophant, 
and the Beotian and Nicarchus.t In other pieces, however, Aris- 
tophanes seems to have introduced a fourth actor (as Sophocles has 
done in the Gdipus at Colonus) ; the Wasps, for example, could hardly 
have been performed without four actors.{ 

The use of masks and of a gay and striking costume was also common 
to tragedy and comedy; but the forms of the one and the other were 
totally different. To conclude from the hints furnished by Aristophanes, 
(for we have a great want of special information on the subject,) his 
comic actors must have been still more unlike the Azstriones of the new 
comedy, of Plautus and Terence; of whom we know, from some very 
valuable and instructive paintings in ancient manuscripts, that they 
adopted, on the whole, the costume of every day life, and that the form 
and mode of their tunics and palliums were the same as those of the 
actual personages whom they represented. The costume of Aris- 
tophanes’ players must, on the other hand, have resembled rather the 
garb of the farcical actors whom we often see depicted on vases from 
Magna Grecia, namely, close-fitting jackets and trowsers striped with 
divers colours, which remind us of the modern Harlequin; to which 
were added great’ bellies and other disfigurations and appendages pur- 
posely extravagant and indecorous, the grotesque form being, at the most, 
but partially covered by a little mantle: then there were masks, the 

* Anonym. de Comedia, p. xxxii. Comp. Aristot. Poet. 5. y 

+ The little daughters, who are sold as pigs, were perhaps puppets ; their X02, kot, 
and the other sounds they utter, were probably spoken behind the scenes as a 


arascenion. ; f 
t In the Wasps, Philocleon, Bdelycleon, and the two slaves Xanthias and Sosias, 


are frequently on the stage at the same time as speaking persons. 
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features of which were exaggerated even to caricature, yet so that par- 
ticular persons, when such were brought upon the stage, might at once 
be recognized. It is well known that Aristophanes found great diffi- 
culty in inducing the mask-makers (cxevorowi) to provide him with a 
likeness of the universally dreaded demagogue, Cleon, whom he intro- 
duces in his Knights. The costume of the chorus in a comedy of Aris- 
tophanes went farthest into. the strange and fantastic. His choruses 
of birds, wasps, clouds, &c., must not of course be regarded as having 
consisted of birds, wasps, &c. actually represented, but, as is clear from 
numerous hints from the poet himself, of a mixture of the human form 
with various appendages borrowed from the creatures we have men- 
tioned ;* and in this the poet allowed himself to give special promi- 
nence to those parts of the mask which he was most concerned about, 
and for which he had selected the mask : thus, for example, in the Wasps, 
who are designed to represent the swarms of Athenian judges, the sting 
was the chief attribute, as denoting the style with which the judges used 
to mark down the number of their division in the wax-tablets; these 
waspish judges were introduced humming and buzzing up and down, now 
thrusting out, and now drawing in an immense spit, which was attached 
to them by way of a gigantic sting. Ancient poetry was suited, by its 
vivid plastic representations, to create a comic effect by the first sight of 
its comic chorus and its various motions on the stage; as in a play of 
Aristophanes (the I'jpac), some old men come on the stage, and casting 
off their age in the form of a serpent’s skin (which was also called 
Yiipac), immediately after conducted themselves in the most riotous and 
intemperate manner. 

§ 6. Comedy had much that was peculiarly its own in the arrange- 
ment, the movements, and the songs of the chorus. The authorities 
agree in stating the number of persons in the comic chorus at twenty- 
four: it is obvious that the complete chorus of the tragic tetralogy, (con- 
sisting of forty-eight persons,) was divided into two, and comedy kept 
its moiety undivided. Consequently, comedy, though in other respects 
placed a good deal below tragedy, had, nevertheless, the advantage of a 
more numerous chorus by this, that comedies were always represented 
‘separately, and never in tetralogies; whence it happened also, that the 
comic poets were much less prolific in plays than the tragic.t This 
chorus, when it appeared in regular order, came on in rows of six per- 
sons, and as it entered the stage sang the parodos, which, however, was 
never so long or so artificially constructed as it was in many tragedies. 
Still less considerable were the sfastma, which the chorus sings at the 

* Like the Aiv with beasts’ heads (Asop’s fables) in the picture described by 
Philostratus. Imagines, I. 3. ; 

+ With all Aristophanes’ long career, only 54 were attributed to him, of which 


four were said to be spurious—consequently, he only wrote half as many plays as 
Sophocles, Compare above, chap, XXIV. § 2. 
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end of the scene while the characters are changing their dress: they 
only serve to finish off the separate scenes, without attempting to awaken 
that collected thought and tranquillity of mind which the tragic stasima 
were designed to produce. Deficiencies of this kind in its choral songs, 
comedy compensated in a very peculiar manner by its parabas?s. 

The parabasis, which was an address of the chorus in the middle of 
the comedy, obviously originated in those phallic traits, to which the 
whole entertainment was due; it was not originally a constituent part 
of comedy, but improved and worked out according to rules of art. 
The chorus, which up to that point had kept its place between the 
thymele and the stage, and had stood with its face to the stage, made an 
evolution, and proceeded in files towards the theatre, in the narrower sense 
of the word ; that is, towards the place of the spectators. This is the proper 
parabasis, which usually consisted of anapestic tetrameters, occasionally 
mixed up with other long verses; it began with a short opening song, 
(in anapeestic or trochaic yerse,) which was called kommation, and ended 
with a very long and protracted anapeestic system, which, from its trial 
of the breath, was called pnigos (also makron). In this parabasis the 
poet makes his chorus speak of his own poetical affairs, of the object 
and end of his productions, of his services to the state, of his relation to 
his rivals, and so forth. If the parabasis is complete, in the wider sense 
of the word, this is followed by a second piece, which is properly the 
main point, and to which the anapzests only serve as an introduction. 
The chorus, namely, sings a lyrical poem, generally a song of praise in 
honour of some god, and then recites, in trochaic verses, (of which there 
should, regularly, be sixteen,) some joking complaint, some reproach 
against the city, some witty sally against the people, with more or less 
reference to the leading subject of the play: this is called the eparrhema, 
or “what is said in addition.” Both pieces, the lyrical strophe and 
the epirrhema, are repeated antistrophically. It is clear, that the lyrical 
piece, with its antistrophe, arose from the phallic song; and the epir- 
rhema, with its antepirrhema, from the gibes with which the chorus of 
revellers assailed the first persons they met. It was natural, as the 
parabasis came in the middle of the whole comedy,. that, instead of 
these jests directed against individuals, a conception more significant, 
and more interesting to the public at large, should be substituted for 
them ; while the gibes against individuals, suitable to the original nature 
of comedy, though without any reference to the connexion of the piece, 
might be put in the mouth of the chorus whenever occasion served.* 

As the parabasis completely interrupts the action of the comic drama, 


* Such parts are found in the Acharnians, y. 1143-1174, in the Wasps, 1265-1291, 
in the Birds, 1470-1493, 1553-1565, 1694-1705. We must not trouble ourselves 
with seeking a connexion between these verses and other parts. In fact, it needed but 
the slightest suggestion of the memory to occasion such sallies as these. 
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it could only be introduced at some especial pause ; we find that Aris- 
tophanes is fond of introducing it at the point where the action, after all 
sorts of hindrances and delays, has got so far that the crisis must ensue, 
and it must be determined whether the end desired will be attained or 
not. Such, however, is the laxity with which comedy treats all these 
forms, that the parabasis may even be divided into two parts, and the 
anapestical introduction be separated from the choral song ;* there 
may even be a second parabasis, (but without the anapestic march,) in 
order to mark a second transition in the action of the piece.t Finally, 
the parabasis may be omitted altogether, as Aristophanes, in his Lysis- 
trata, (in which a double chorus, one part consisting of women, the 
other of old men, sing so many singularly clever odes,) has entirely dis- 
pensed with this address to the public. { 

§ 7. It is a sufficient definition of the comic style of dancing to men 
tion that it was the kordax, i. e. a species of dance which no Athenian 
could practise sober and unmasked without incurring a character for 
the greatest shamelessness.§ Aristophanes takes great credit to himself 
in his Clouds (which, with all its burlesque scenes, strives after a nobler 
sort of comedy than his other pieces) for omitting the kordax in this 
play, and for having laid aside some indecencies of costume. || Every 
thing shows that comedy, in its outward appearance, had quite the 
character of a farce, in which the sensual, or rather bestial, nature of 
man was unreservedly brought forward, not by way of permission only, 
but as a daw and rule. So much the more astonishing, then, is the 
high spirituality, the moral worth, with which the great comedians haye 
been able to inspire this wild pastime, without thereby subverting its 
fundamental characteristics. Nay, if we compare with this old comedy 
the later conformation of the middle and new comedy, with the latter of 
which we are better acquainted, and which, with a more decent exterior, 
nevertheless preaches a far laxer morality, and if we reflect on the cor- 
responding productions of modern literature, we shall almost be in- 
duced to believe that the old rude comedy, which concealed nothing, 
and was, in the representation of vulgar life, itself vulgar and bestial, 
was better suited to an age which meant well to morality and religion, 
-and was more truly based on piety, than the more refined comedy, as it 


* Thus in the Peace, and in the Frogs, where the first halfof the parabasis has 
coalesced with the parodos and the Iacchus-song, (of which see above, § 2.) As 
Tacchus has been already praised in this first part, the lyrical strophes of the second 
part (v. 675 foll.) do not contain any invocation of gods, and such like, but are full 
of sarcasms about the demagogues Cleophon and Cleigenes. We find the same 
deviation, and from the same reasons, in the second parabasis of the Knights. 

+ As in the Knights. 

{ The parabasis is wanting in the Ecclesiazwse and the Plutus, for reasons which 
are stated in chap. XXYVIIT. § 11. 

§ Theophrast. Charact. 6.‘comp, Casaubon. - 

|| Aristophanes, Clouds, 537 foll. 
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is called, which threw a veil over eyerything, and, though it made vice 
ludicrous, failed to render it detestable.* 

To return, however, to the kordax, and to connect with it a remark 
on the rhythmical structure of comedy; we learn accidentally that the 
trochaic metre was also called kordax,} doubtless because trochaic verses 
were generally sung as an accompaniment to the kordax dances. The 
trochaic metre, which was invented along with the iambic by the old 
iambographers, had a sort of lightness and activity, but wanted the 
serious and impressive character of the iambus. It was especially 
appropriated to cheerful dances ;{ even the trochaic tetrameter, which 
was not properly a lyrical metre, invited to motions like the dance. § 
The rhythmical structure of comedy was obviously for the most part 
built upon the foundation of the old iambic poetry, and was merely 
extended and enlarged much in the same way as the AXolian and Dorie 
lyrical poetry was adapted to tragedy, namely, by lengthening the verses 
to systems, as they are called, by a frequent repetition of the same 
rhythm. The asynartetic verses, in particular, 2. e. loose combinations 
of rhythms of different kmds, such as dactylic and trochaic, which may 
be regarded as forming a verse and also as different verses, belong only 
to the iambic and comic poetry; and in this, comedy, though it added 
several new inventions, was merely continuing the work of Archilochus. |{ 

That the prevalent form of the dialogue should be the same in 
tragedy and comedy, namely, the cambic trimeter, was natural, notwith- 
standing the opposite character of the two kinds of poetry ; for this com- 
mon organ of dramatic colloquy was capable of the most various treatment, 
and was modified by the comic poets in a manner most suitable to their 
object. The avoidance of spondees, the congregation of short syllables, 
and the variety of the caesuras, impart to the verse of comedy an ex- 
traordinary lightness and spirit, and the admixture of anapests in 
all feet but the last, opposed as this is to the fundamental form of 
the trimeter, proves that the careless, voluble recitation of comedy 
treated the long and short syllables with greater freedom than the tragic 
art permitted. In order to distinguish the different styles and tunes, 
comedy employed, besides the trimeter, a great variety of metres, which 
we must suppose were also distinguished by different sorts of gesticula- 

* Plutarch, in his comparison of Aristophanes and Menander, (of which an 


epitome has been preserved,) expresses an entirely opposite opinion, but this is 
only a proof how very often the later writers of antiquity mistook the form for the 
substance. ng. i . . 
+ Aristotle, quoted by Quintilian, ix. 4. Cicero Orat, 97. 
t Chap. XI. ¢ 8, 22. 
§ Aristophan. Peace, 324 foll. f 
For the sake of brevity, we merely refer to Hephestion, cap. xv. p. 83 foll, 
Gaisf. and Terentianus, vy. 2243. 
Aristophanis ingens micat sollertia, 
Qui sepe metris multiformibus novis 
Archilochon arte est-emulatus musica. Comp. above, chap. XI. § 8. 
2D2 
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tion and delivery, such as the light trochaic tetrameter so well suited 
to the dance, the lively iambic tetrameter, and the anapestic te- 
trameter, flaunting along in comic pathos, which had been used ‘by 
Aristoxenus of Selinus, an old Sicilian poet, who lived before Epi- 
charmus. 

In all these things comedy was just as inventive and refined as tra- 
gedy. Aristophanes had the skill to convey by his rhythms sometimes 
the tone of romping merriment, at others that of festal dignity; and 
often in jest he would give to his verses and his words such a pomp of 
sound that we lament he is not in earnest. In reading his plays we are 
always impressed with the finest concord between form and meaning, 
between the tone of the speech and the character of the persons ; as, for 
example, the old, hot-headed Acharnians admirably express their rude 
vigour and boisterous impetuosity in the Cretic metres which prevail in 
the choral songs of the piece. 

But who could with a few words paint the peculiar instrument which 
comedy had formed for itself from the language of the day? It was 
based, on the whole, upon the common conyersational language of the 
Athenians,—the Attic dialect, as it was current in their colloquial inter- 
course; comedy expresses this not only more purely than any other 
kind of poetry, but even more so than the old Attic prose :* but this 
every day colloquial language is an extraordinarily flexible and rich 
instrument, which not only contains in itself a fulness of the most ener- 
getic, vivid, pregnant and graceful forms of expression, but can even 
accommodate itself to the different species of language and style, the 
epic, the lyric, or the tragic; and, by this means, impart a special 
colouring to itself.t But, most of all, it gained a peculiar comic charm 
from its parodies of tragedy; here a word, a form slightly altered, or 
pronounced with the peculiar tragical accent, often sufficed to recal the 
recollection of a pathetic scene in some tragedy, and so to produce a 
ludicrous contrast. 


* We only remind the reader that the connexions of consonants which distin- 
guish Attic Greek from its mother dialect the Ionic, rz for ec, and pp for es, occur 
every where in Aristophanes, and eyen in the fragments of Cratinus, but are not 

- found in Thucydides any more than in the tragedians; although even Pericles is 
said to have used these un-Ionic forms on the bema. Eustathius on the Iliad. x. 
385, p. 813. In other respects, too, the prose of Thucydides has far more epic and 
Tonic gravity and unction than the poetry of Aristophanes,—eyen in particular 
forms and expressions. 

‘t Plutarch very justly remarks, (Aristoph. et Menandricomp.1,) that the diction 
of Aristophanes contains all styles, from the tragic and pathetic (#yxs;) to the vul- 
garisms of farce, (cmsguoadcyia xal Gavegia;) but he is wrong in maintaining that 
nn as assigned these modes of speaking to his characters arbitrarily and at 
random, 
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CHAPTER XXVIII. 


§ 1. Events of the life of Aristophanes ; the mode of his first appearance. § 2. His 
dramas : the Detaleis ; the Babylonians ; § 3. the Acharnians analyzed ; § 4. the 
Knights ; § 5. the Clouds; § 6. the Wasps; §'7. the Peace; § 8. the Birds ; 
§ 9. the Lysistrata ; Thesmophoriazuse ; § 10. the Frogs; $11. the Ecelesia- 
zus@ ; the second Plutus. Transition to the middle comedy. 


§ 1. AristopHanes, the son of Philippus, was born at Athens about 
Ol. 82. B.c. 452.* We should know more about the events of his 
life had the works of his rivals been preserved ; for it is natural to sup- 
pose that he was satirized in them, much in the same way as he has 
attacked Cratinus and Eupolis in his own comedies. As it is, we can 
only assert that he passed over to A¢gina with his family, together with 
other Attic citizens, as a Cleruchus or colonist, when that island was 
cleared of its old inhabitants, and that he became possessed of some 
landed property there.t 

The life of Aristophanes was so early devoted to the comic stage, that 
we cannot mistake a strong natural tendency on his part for this vocation. 
He brought out his first comedies at so early an age that he was pre- 
vented (if not by law, at all events by the conventions of society) from 
allowing them to appear under his own name. It is to be observed 
that at Athens the state gave itself no trouble to inquire who was really 
the author of a drama: this was no subject for an official examination ; 
but the magistrate presiding over any Dionysian festival at which the 
people were tobe entertained with new dramas,{ gave any chorus-teacher 
who offered to instruct the chorus and actors for a new drama the au- 
thority for so doing, whenever he had the necessary confidence in him. 
The comic poets, as well as the tragic, were professedly chorus-teachers, 
(xopodteacKaXor, or, as they specially called themselves, cwprmdodtddoxadot;) 
and in all official proceedings, such as assigning and bestowing the 
prize, the state only inquired who had taught the chorus, and thereby 


* It is clearly an exaggeration when the Schol. on the Frogs, 504, ealls Aris- 
tophanes oysdiv perpaxioxor,i.e. about 18 years old, when he first came forward as a 
dramatist. If such were the case, he would haye been at his prime in his 20th 
year, and would have ceased to compose at the age of 56. Im the pieces of Aris- 
tophanes we discern indications of advanced age, and we therefore assume that he 
was at least 25 years old at the time of his first appearance as a comic poet, 
(B.c. 427.) B és , 7 

+See Aristoph. Acharn. 652; Vila Aristoph. p. 14; Kuster, and Theagenes 
quoted by the Schol. on Plat. Apol. p. 93, 8, (p. 331, Bekk.) The Acharnians 
was no doubt brought out by Callistratus ; but it is clear that the passage quoted 
above referred the public to the poet himself, who was already well known to his 
audience. ’ 

+ At the great Dionysia, the first archon; (6 weruy As he was emphatically called;) 
at the Lena, the basileus, or king archon. 
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brought the new piece before the public. The comic poets likewise 
retained for a longer period a custom, which Sophocles was the first 
to discontinue on the tragic stage, that the poet and chorus-teacher 
should also appear as the protagonist or chief actor in his own piece. 
This will explain what Aristophanes says in the parabasis of the Clouds, 
that his muse at first exposed her children, because, as a maiden, she 
dared not acknowledge their birth, and that another damsel had taken 
them up as her own; while the public, which could not be long in 
recognizing the real author, had nobly brought up and educated the 
foundlings.* Aristophanes handed over his earlier pieces, and some of 
the later ones too, either to Philonides or to Callistratus, two chorus 
teachers, with whom he was intimate, and who were at the same time 
poets and actors; and these persons produced them on the stage. The 
ancient grammarians state that he transferred to Callistratus the political 
dramas, and to Philonides those which related to private life.t It was 
these persons who applied for the chorus from the archon, who pro- 
duced the piece on the stage, and, if it was successful, received the prize, 
of which we have several examples in the didascaliz ; in fact, every- 
thing was done as if they had been the real authors, although the dis- 
criminating public could not have failed to discover whether the real 
author of the piece was the newly-risen genius of Aristophanes or the 
well-known and hacknied Callistratus. 

§ 2. The ancients themselves did not know whether Philonides or 
Callistratus brought out the Deetaleis, the first of his plays, which was 
performed in O]. 88, 1. B.c.427.t The Fvrasters, who formed the 
chorus in this piece, were conceived as a company of revellers who had 
banqueted in a temple of Hercules, (in whose worship eating and drink- 
ing bore a prominent part,§$) and were engaged in witnessing a contest 
between the old frugal and modest system of education and the frivolous 
and talkative education of modern times, in the persons of two young 
men, Temperate (cwdpwv) and Proftigate (xarazvywy.) Brother 
Profligate was represented, in a dialogue between him and his aged 
father, as a despiser of Homer, as accurately acquainted with legal ex- 
pressions, (in order, of course, to employ them in pettifogging quibbles,) 
and as a zealous partizan of the sophist Thrasymachus, and of Alcibiades 
the leader of the frivolous youth of the day. |} In his riper years, 


* Compare the Knights, 513, where he says that many considered he had too long 
abstained from yogdy airsiy xeeé’ tevrdv.. In the parabasis of the Wasps, he compares 
himself to a ventriloquist who had before spoken through others. 

ft So the anonym. de comedia apud Kister. The Vita Aristophanis has the 
contrary statement, but merely from an error, as is shown by various examples. 

* Schol. on the Clouds, 531, 

§ Muller’s Dorians, IT. 12. § 10. 

||, In the important fragment preserved by Galen ‘Ivroxedrous yaaooeu Proemium 
which has been recently freed from some corruptions ‘which disfigured it, Swe 
Dindorf Aristoph. Fragmenta. Det 1,1, Z 


LITERATURE OF ANCIENT GREECE. 407 


Aristophanes completed in the Clouds what he had attempted in this 
early play. 

The second play of Aristophanes was the Babylonians, and was 
brought out Ol. 88, 2. B.c. 426, under the name of Callistratus. 
This was the first piece in which Aristophanes adopted the bold step of 
making the people themselves, in their public functions, and with their 
measures for ensuring the public good, the subject of his comedy. He 
takes credit to himself, in the parabasis of the Acharnians, for having 
detected the tricks which the Athenians allowed foreigners, and especially 
foreign ambassadors, to play upon them, by lending too willing an ear 
to their flatteries and misrepresentations. He also maintains that he 
has shown how democratic constitutions fall into the power of dema- 
gogues ; and that he has thereby gained a great name with the allies, 
and, as he says, with humorous rhodomontade, at the court of the Great 
King himself. The name of the piece is obviously connected with this. 
We infer from the statements of the old grammarians,* that the Baby- 
lonians, who formed the chorus, were represented as common labourers 
in the mills, the lowest sort of slayes at Athens, who were branded and 
were forced to work in the mills by way of punishment; and that they 
passed themselves off as Babylonians, 7. e. as ambassadors from Babylon. 

By this it was presumed that Babylon had revolted against the great 
king, who was constantly at war with Athens; and Aristophanes thought 
that the credulous Athenians might easily be guiled into the belief of 
something of the kind. The play would therefore be nearly related to 
that scene in the Acharnians, in which the supposed ambassadors of the 
Persian monarch make their appearance, though the one cannot be con- 
sidered as a mere repetition of the other. Of course, these fictitious 
Babylonians were represented as a cheat practised on the Athenian 
Demus by the demagogues, who were then (after the death of Pericles) 
at the head of affairs; and Aristophanes had made Cleon the chief butt 
for his witty attacks. This comedy was performed at the splendid 
festival of the great Dionysia, in the presence of the adlies and a number 
of strangers who were then at Athens; and we may see, from Cleon’s 
earnest endeayours to revenge himself on the poet, how severely the 
powerful demagogue smarted under the attack made upon him. He 


* See especially Hesychius on the verse: 2euiay ¢ Bios ws Torvyedupuros : 
these are the words of one of the characters in Aristophanes,’”” says Hesychius, 
« when he sees the Babylonians from the mill, being astonished at their appearance, 
and not knowing what to make of it.’”’” The verse was clearly spoken by some one, 
who was looking at the chorus without knowing what they were intended to repre- 
sent, and who mistook them for Samians branded by Pericles, so that Woruyodpmparos 
contains a direct allusion to the invention of letters by the Samians. That these 
Babylonians were intended to represent mill-slaves appears to stand in connexion 
with the fact that Eucrates, a demagogue powerful at that very time, possessed 
mills. (Aristoph. Knights, 254.) The piece, however, seems to haye been direeted 
chieflv against Cleon. 
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dragged Callistratus* before the council of the Five Hundred, (which, as 
a supreme tribunal, had also the superintendence of the festival amuse- 
ments,) and overwhelmed him with reproaches and threats. With re- 
gard to Aristophanes himself, it is probable that Cleon made an indirect 
attempt to bring him into danger by an indictment against him for as- 
suming the rights of a citizen without being entitled to them, (ypaq) 
Ecyéac.) There is no doubt that the poet successfully repelled the 
charge, and victoriously asserted his civic rights.t 

Sah, ‘In the following year, (Ol. 88, 3. B.c. 425,) at the Lenza, 
Aristophanes brought out the Acharnians, the earliest of his extant- 
dramas. Compared with most of his plays, the Acharnians is a harm- 
less piece : its chief object is to depict the earnest longing for a peaceful 
country life on the part of those Athenians who took no pleasure in the 
babbling of the market-place, and had been driven into the city against 
their will by the military plans of Pericles. Along with this, a few 
lashes are administered to the demagogues, who, like Cleon, had inflamed 
the martial propensities of the people, and to the generals, who, like 
Lamachus, had shown far too great a love for the war. We have also in 
this play an early specimen of his literary criticism, directed against 
Euripides, whose overwrought attempts to move the feelings, and the 
vulgar shrewdness with which he had imvested the old heroes, were 
highly offensive to our poet. In this play we have at once all the pecu- 
liar characteristics of the Aristophanic comedy ;—his bold and genial ori- 
ginality, the lavish abundance of highly comic scenes with which he 
has filked every part of his piece, the surprising and striking delineation 
of character which expresses a great deal with a few master-touches, 
the vivid and plastic power with which the scenes are arranged, the ease 
with which he has disposed of all difficulties of space and time. In- 
deed, the play possesses its author’s peculiar characteristics m such 
perfection and completeness, that it may be proper in this place to give 
such an analysis of this, the oldest extant comedy, as may serve to illus- 
trate not merely the general ideas, which we have already given, but 
also the whole plot and technical arrangement of the drama. 

The stage in this play represents sometimes town and sometimes 
country, and was probably so arranged that both were shown upon it at 
once. When the comedy begins, the stage gives us a glimpse of the 
Pnyx, or place of public assembly ; that is to say, the spectator saw the 

*We say Cadllistratus, because, as yogedideérxaA0s and protagonist in the Acharnians, 
he acted the part of Diceopolis, and because the public could not fail to understand 
the words ards r scour dy imd KAtwvos & rabov, txiorauas, VY. 377 foll., as spoken of 
the performer himself In the vomrns of the paradasis in the Acharnians we do not 


hesitate to recognize Aristophanes, whose talents could not haye remained unknown 
to the public for three years. 

t Svhol. Acharn, 817, It was on this occasion, according to the author of the 
Vita Aristophanis, that Avistophanes quoted that verse of Homer, (Odyss. I. 216,) 
&) yey wes Tig Lov yovoy auTds dys yyu. - 
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bema for the orator cut out of the rock, and around it some seats and 
other objects calculated to recal the recollection of the well-known place, 
Here sits the worthy Dicopolis, a citizen of the old school, grumbling 
about his fellow citizens, who do not come punctually to the Pnyx, but 
lounge idly about the market-place, which is seen from thence; for his 
own part, although he has no love for a town-life, with its bustle and 
gossip, he attends the assembly regularly in order to’ speak for 
peace. On a sudden the Prytanes come out of the council-house; the 
people rush in; a well-born Athenian, Amphitheus, who boasts of 
having been destined by the gods to conclude a peace with Sparta, is 
dismissed with the utmost contempt, in spite of the efforts of Diceopolis 
on his behalf; and then, to the great delight of the war party, ambas- 
sadors are introduced, who have returned from Persia, and have brought 
with them a Persian messenger, “ the Great King’s eye,” with his 
retinue: this forms a fantastic procession, which, as Aristophanes hints, 
is all a trick and imposture, got up by the demagogues of the war party. 
Other ambassadors bring a similar messenger from Sitalces, king of 
Thrace, on whose assistance the Athenians of the day built a great deal, 
and drag before the assembly a miserable rabble, under the name of 
picked Odomantian troops, which the Athenians are to take into their 
service for very high pay. Meanwhile Diczeopolis, seeing that he can- 
not turn affairs into another channel, has sent Amphitheus to Sparta on 
his own account; the messenger returns in a few minutes with various. 
treaties, (some for a longer, others for a shorter time,) in the form of 
wine-jars, like those which were used for pouring out libations on the 
conclusion of a treaty of peace; Dicwopolis selects a thirty years’ truce 
by sea and land, which does not smell of pitch and tar, like a short 
armistice in which there is only just time to calk the ships. All these 
delightful scenes are possible only in a comedy like that of the Athenians, 
which has its outward form for the representation of every relation, 
every function, and every character ; which is able to sketch everything 
in bold colours by means of grotesque speaking figures, and does not 
trouble itself with confining the activity of these figures to the laws of 
reality and the probabilities of actual life.* 

The first dramatic complication which Aristophanes introduces into 
his plot, arises from the chorus, which consists of Acharnians, 1. e., the 
inhabitants of a-large village of Attica, where the people gained a liveli- 
hood chiefly by charcoal-burning, the materials for which were supplied 
by the neighbouring mountain-forests : they are represented as rude, 


* In all this, comedy does but follow in its own way the spirit of ancient art in 
general, which went far beyond modern art in finding an outward expression for 
every thought and feeling of the mind, but fell short of our art in keeping up an 
appearance of consistency in the employment of these forms, as the laws of actual 
life would have required. 
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robust old fellows, hearts of oak, martial by their disposition, and espe= 
cially incensed against the Peloponnesians, who had destroyed all the 
vineyards in their first invasion of Attica. These old Acharnians 
at first appear in pursuit of Amphitheus, who, they hear, has gone to 
Sparta to bring treaties of peace: in his stead, they fall in with Dicze- 
opolis, who is engaged in celebrating the festival of the country 
Dionysia, here represented as an abstract of every sort of rustic merri- 
ment and jollity, from which the Athenians at that time were debarred. 
The chorus no sooner learns from the phallus-song of Diceeopolis, that 
he is the person who has sent for the treaties, than they fall upon him 
in the greatest rage, refuse to hear a word from him, and are going to 
stone him to death without the least compunction, when Dicéopolis 
seizes a charcoal-basket, and threatens to punish it as a hostage for all 
that the Acharnians do to himself. The eharcoal-basket, which the 
Acharnians needed for their every-day occupations, is so dear to their 
hearts that they are willing, for its sake, to listen to Dicwopolis ; espe- 
cially as he has promised to speak with his head on a block, on condi- 
tion that he shall be beheaded at once if he fails in his defence. All 
this is amusing enough in itself, but becomes additionally ludicrous 
when we remember that the whole of Diczeopolis’s behaviour is an 
imitation of one of the heroes of Euripides, the rhetorical and plaintive 
Telephus, who snatched the infant Orestes from his cradle and threatened 
to put him to death, unless Agamemnon would listen to him, and was 
exposed to the same danger when he spoke before the Acheans as 
Dicxopolis is when he argues with the Acharnians. Aristophanes 
pursues this parody still farther, as it furnishes him with the means of 
exaggerating the situation of Dicseopolis in a very comic manner ; 
Dicwopolis applies to Euripides himself, (who is shown tothe spectators 
‘by means of an eccyclema, in his garret, surrounded by masks and cos- 
tumes, such as he was fond of employing for his tragic heroes,) and 
begs of him the most piteous of his dresses, upon which he obtains the 
most deplorable of them all, that of Telephus. We pass over other 
mockeries of Euripides, in which Aristophanes indulges from pure 
wantonness, and turn to the following scene, one of the chief scenes in 
the piece, in which Diceeopolis, in the character of a comic Telephus 
and with his head over the block, pleads for peace with the Spartans, 
It is obvious, that however seriously Aristophanes embraced the cause 
of the peace-party, he does not on this occasion speak one word in 
serious earnest. He derives the whole Peloponnesian war from a bold 
frolic on the part of some drunken young men, who had carried off a 
harlot from Megara, in reprisal for which the Megarians had seized on 
some of the attendants of Aspasia, As this explanation is not satisfac- 
tory, and the chorus even summons to its assistance the warlike La- 
machus, who rushes from his house in extravagant military cos- 
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tume,* Diceopolis is driven to have recourse to argumenta ad hominem, 
and he impresses on the old people who form the chorus, that they are 
obliged to serve as common soldiers, while young braggadocios, like La- 
machus, made a pretty livelihood by serving as generals or ambassadors, 
and so wasted the fat of the land. This produces its effect, and the chorus 
shows an inclination to do justice to Diceopolis. This catastrophe of 
the piece is followed by the parabasis, in the first part of which the 
poet, with particular reference to his last play, takes credit to himself 
for being an estimable friend to the people; he says that he does not 
indeed spare them, but that they need not fear, for that he will be just 
in his satire.t The second part, however, keeps close to the thought 
which Diczopolis had awakened in the minds of the chorus ; they com- 
plain bitterly of the assumption of their rights by the clever, witty, and 
ready young men, from whom they could not defend themselves, espe- 
cially in the law-courts. 

The second part of the piece, after the catastrophe and parabasis, is 
merely a description, overflowing with wit and humour, of the blessings 
which peace has conferred on the sturdy Diczopolis. At first he opens 
his free market, which is visited in succession by a poor starving wretch 
from Megara, (the neighbouring country to Attica, which, poorly gifted 
by nature, had suffered in the most shocking manner from the Athenian 
blockade and the yearly deyastations of its territory,) and by a stout 
Beeotian from the fertile land on the shore of the Copaic lake, which 
was well known to the Athenians for its eels. For want of other 
wares, the Megarian has dressed up his little daughters like young pigs, 
and the honest Diczopolis is willing to buy them as such, though he 
is strangely surprised by some of their peculiarities ;—a purely ludicrous 
scene, which was based, perhaps, on the popular jokes of the Athenians ; 
a Megarian would gladly sell his children as litle pigs, if any one 
would take them off his hands :—we could point out many jokes of this 
kind in the popular life, as well of ancient as of modern times. During 
this, the dealers are much troubled by sycophants, a race who lived 
by indictments, and were especially active in hunting for violations 
of the customs’ laws; { they want to seize on the foreign goods as 
contraband, but Dicceopolis makes short work with them; one of the 


* Consequently,.the house was also represented on the stage ; probably the town. 
house of Diceopolis was in the middle, on the one side that of Euripides, on the 
other that of Lamachus. On the left was the place which represented the Pnyx ; 
on the right some indication of a country house: this, however, occurs only in the 
scene of the country Dionysia, all the rest takes place in the city. 

+ v. 655. aan isis uh wore delond bs xopydhors re dino. When we find such 
open professions as this, we may at least be certain that Aristophanes intended to 
direct the sting of his comedy against that only which appeared to him to be 
really bad. ; 

t The sycophants, no doubt, derived their names from a sort of pass, t. @. publie 
information against those who injured the state in any of its pecuniary interests. 
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sycophants he drives away from his market; the other, the little Nicar- 
chus, he binds up in a bundle, and packs him on the back of the 
Beeotian, who shows a desire to take him away as a laughable little 
monkey. 

Now begins, onasudden, the Athenian feast of the pitchers (the Xéec). 
Lamachus* in vain sends to Diceeopolis for some of his purchases, in 
order that he may keep the feast merrily; the good citizen keeps every 
thing to himself, and the chorus, which is now quite converted, admires 
the prudence of Diceopolis, and the happiness he has gained by it. In 
the midst of his preparations for a sumptuous banquet, others beg for 
some share of his peace; he returns a gruff answer to a countryman 
whose cattle have been harried by the Beeotians; but he behaves a little 
more civilly to a bride who wants to keep her husband at home. Mean- 
while, various messages are brought; to Lamachus, that he must march 
against the Bceotians, who are going to make an inroad mto Attica at 
the time of the feast of the Choes; to Diczeopolis, that he must go to the 
priest of Bacchus, in order to assist him in celebrating the feast of the 
Choes. Aristophanes works out this contrast in a very amusing manner, 
by making Dicseopolis parody every word which Lamachus utters as he 
is preparing for war, so as to transfer it to his own festivities; and when, 
after a short time which the chorus fills up by asatirical song, Lamachus 
is brought back from the war wounded, and supported by two servants, 
Diczeopolis meets him in a happy state of intoxication, and leaning on 
two damsels of easy virtue, and so celebrates his triumph over the 
wounded warrior in a very conspicuous manner. 

To say nothing of the pithy humour of the style, and the beautiful 
rhythms and happy turns of the choral songs, it must be allowed that 
this series of scenes has been deyised with genial merriment from 
beginning to end, and that they must have produced a highly comic 
effect, especially if the scenery, costumes, dances, and music were 
worthy of the conceptions and language of the poet. The piece, if 
correctly understood, is nothing but a Bacchic revelry, full of farce 
and wantonness; for although the conception of it may rest upon a 
moral foundation, yet the author is, throughout the piece, utterly 
devoid of seriousness and sobriety, and in eyery representation, as. 
well of the victorious as of the defeated party, follows the impulses of 
an unrestrained love of mirth. At most, Aristophanes expresses his 
own sentiments in the parabasis : in the other parts of the play we 
cannot safely recognize the opinions of the poet im the deceitful mirror 
of his comedy. 

§ 4. The following year (Ol. 88, 4. B.c. 424) is distinguished in the 

* That Lamachus is only a representative of the warlike spirits is clear from his 


name, Aw-wayas: otherwise, Phormio, Demosthenes, Paches, and other Athenian 
heroes might just as well have been substituted for him. 
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distory of comedy by the appearance of the Knights of Aristophanes. 
It was the first piece which Aristophanes brought out in his own name, 
and he was induced by peculiar circumstances to appear in it as an 
actor himself. This piece is entirely directed against Cleon ; not, like the 
Babylonians, and at a later period the Wasps, against certain measures 
of his policy, but against his entire proceedings and influence as a 
demagogue. There is a certain degree of spirit in attacking, even 
under the protection of Bacchic revelry, a popular leader who was 
mighty by the very principle of his policy, viz of advancing the 
material interests and immediate advantage of the great mass of the 
people at the sacrifice of every thing else; and who had become still 
more formidable by the system of terrorism with which he carried 
out his views. This system consisted in throwing all the citizens 
opposed to him under the suspicion of being concealed aristocrats ; 
in the indictments which he brought against his enemies, and which 
his influence with the law courts enabled him without difficulty to 
turn to his own advantage; and in the terrible severity with which 
he urged the Athenians in the public assembly and in the courts 
to put down all movements hostile to the rule of the democracy, and of 
which his proposal to massacre the Mitylenzans is the most striking 
example. Besides, at the very time when Aristophanes composed the 
Knights, Cleon’s reputation had attained its highest pitch, for fortune 
in her sport had realized his inconsiderate boast, that it would be an 
easy matter for him to capture the Spartans im Sphacteria; the triumph 
of haying captured these formidable warriors, for which the best generals 
had contended in yain, had fallen, like an over-ripe fruit, into the lap 
of the unmilitary Cleon (in the summer of the year 425). That it 
really was a bold measure to attack the powerful demagogue at this time, 
may also be inferred from the statement that no one would make a 
mask of Cleon for the poet, and still less appear in the character of 
Cleon, so that Aristophanes was obliged to undertake the part himself. 
The Knights is by far the most violent and angry production of the 
Aristophanic Muse; that which has most of the bitterness of Archi- 
lochus, and least of the harmless humour and riotous merriment of the 
Dionysia. In this instance comedy almost transgresses its proper 
limits ; it is almost converted into an arena for political champions 
fighting for life and death; the most violent party animosity is combined 
with some obvious traces of personal irritation, which is justified by the 
judicial persecution of the author of the Babylonians. The piece pre- 
sents a remarkable contrast to the Acharnians ; just as if the poet wanted 
to show that a checkered variety of burlesque scenes was not necessary to 
his comedy, and that he could produce the most powerful effect by the 
simplest means; and doubtless, to an audience perfectly familiar with 
all the hints and allusions of the comedian, the Knights must have 
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possessed still greater interest than the Acharnians, though modern 
readers, far removed from the times, have not been always able to 
resist the feeling of tediousness produced by the prolix scenes of 
the piece. The number of characters is small and unpretending ; 
the whole dramatis persone consist of an old master with three 
slaves, (one of whom, a Paphlagonian, completely governs his master,) 
and a sansage-seller. The old master, however, is the Demus of 
Athens, the slaves are the Athenian generals Nicius and Demosthenes, 
and the Paphlagonian is Cleon: the sausage-seller alone is a fiction of 
the poet’s,—a rude, uneducated, impudent fellow, from the dregs of the 
people, who is set up against Cleon in order that he may, by his auda- 
city, bawl down Cleon’s impudence, and so drive the formidable dema- 
gogue out of the field in the only way that is possible. Even the chorus 
has nothing imaginary about it, but consists of the Knights of the 
State,* ¢.e. of citizens who, according to Solon’s classification, which still 
subsisted, paid taxes according to the rating of a knight’s property, and 
most of whom at the same time still served as cavalry in time of war :+ 
being the most numerous portion of the wealthier and better educated 
class, they could not fail to have a decided antipathy to Cleon, who 
had pat himself at the head of the mechanics and poorer people. 
We see that in this piece Aristophanes lays all the stress on the 
political tendency, and considers the comic plot rather as a form and 
dress than as the body and primary part of his play. The allegory, 
which is obviously chosen only to cover the sharpness of the attack, is 
cast over it only like a thin veil; according to his own pleasure, the 
poet speaks of the affairs of the Demus sometimes as matters of family 
arrangement, sometimes as public transactions. 

The whole piece has the form of a contest. The sausage-seller (in 
whom an oracle, which has been stolen from the Paphlagonian while he 
was sleeping, recognizes his victorious opponent) first measures his 
strength agamst him in a display of impudence and rascality, by which 
the poet assumes that of the qualities requisite to the demagogue these 
are the most essential. The sausage-seller narrates that having, while 
a boy, stolen a piece of meat and boldly denied the theft, a statesman 
had predicted that the city would one day trust itself to his guidance. 
After the parabasis, the contest begins afresh; the rivals, who had in 
the meantime endeavoured to recommend themselves to the council, 


* Hardly of actual knights, so that in this case reality and the drama were one 
and the same. That no phyie, but the state paid the expenses of this chorus, (if we 
are so to explain dxzec« in the didascalia of the piece: see the examples in Bockh’s 
Publie Economy of Athens, book iii. § 22, at the end,) is no ground for the former 
inference, 

+ That Aristophanes considers the knights as a class is pretty clear from their 
known political tendency ; as part of the Athenian army, he offen describes them 
as sturdy young men, fond of horsemanship, and dressed in grand military costume. 
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come before Demus himself, who takes his seat on the Pnyx, and sue 
for the favour of the childish old man. Combined with serious re- 
proaches directed against Cleon’s whole system of policy, we have a 
number of joking contrivances, as when the sausage-seller places a 
cushion under the Demus, in order that he may not gall that which sat 
by the oar at Salamis.* The contest at last turns upon the oracles, to 
which Cleon used to appeal in his public speeches, (and we know from 
Thucydides + how much the people were influenced throughout the Pelo- 
ponnesian war by the oracles and predictions attributed to the ancient 
prophets ;) in this department, too, the sausage-seller outbids his rival by 
producing announcements of the greatest comfort to the Demus, and ruin 
to his opponent. As a merry supplement to these long-spun transactions, 
we have a scene which must have been highly entertaining to eye and ear 
alike: the Paphlagonian and the sausage-seller sit down as eating-house 
keepers (kaznXoc) at two tables, on which a number of hampers and eat- 
ables are set out, and bring one article after the other to the Demus with 
ludicrous recommendations of their excellences ;{ in this, too, the sausage- 
seller of course pays his court to the Demus more successfully than his 
rival. After a second parabasis we see the Demus—whom the sausage- 
seller has restored to youth by boiling him in his kettle, as Medea did 
/Eson—in youthful beauty, but attired in the old-fashioned splendid cos- 
tume, shining with peace and contentment, and in his new state of mind 
heartily ashamed of his former absurdities. 

§ 5. In the following year we find Aristophanes (after a fresh suit § 
in which Cleon had involved him) bringing out the Clouds, and so 
entering upon an entirely new field of comedy. He had himself made 
up his mind to take a new and peculiar flight with this piece. The 
public and the judges, however, determined otherwise ; it was not Aris- 
tophanes but the aged Cratinus who obtained the first prize. The young 
poet, who had believed himself secure against such a slight, uttered 
some warm reproaches against the public in his next play; he was in- 
duced, however, by this decision to revise his piece, and it is this 
rifaccimento (which deviates considerably from the original form) that 
has come down to us.|| 

There is hardly any work of antiquity which it is so difficult to 


* tye wh rplns thw ty Sarapin. V. 780. ¢ Thucyd. ii. 54, viii. 1. 

¢ The two eating houses are represented by an eccyclema, as is clear from the 
conclusion of the scene. : 

§ See the Wasps, y. 1284, According to the Vita Aristoph. the poet had to 
stand three suits from Cleon touching his rights as a citizen, 

|| The first Clouds had, according to a definite tradition, a different parabasis ; 
it wanted the contest of the dizaims and Zdixos Adyas, and the burning of the school at 
the end. Itis also probable, from Diog. Laért. ii. 18, (notwithstanding all the 
confusions which he has made,) that, in the first Clouds, Socrates was brought into 
connexion with Euripides, and was declared to have had a share in the tragedies of 


the latter. 
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estimate as thé Clouds of Aristophanes. Was Socrates really, perhaps 
only in the earlier part of his career, the fantastic dreamer and sceptical 
sophist which this piece makes him? And if it is certain that he was 
not, is not Aristophanes a common slanderer, a buffoon, who, in the 
vagaries of his humour, presumes to attack and reyile even what 1s purest 
and noblest? Where remains his solemn promise never to make what 
was right the object of his comic satire ! 

If there be any way of justifying the character of Aristophanes, as 
it appears to us in all his dramas, even in this hostile encounter with 
the noblest of philosophers; we must not attempt, as some modern 
writers have done, to convert Aristophanes into a profound philosopher, 
opposed to Socrates; but we must be content to recognize in him, 
even on this occasion, the vigilant patriot, the well-meaning citizen of 
Athens, whose object it is by all the means in his power to promote 
the interests of his native country, so far as he is capable of under- 
standing them. . 

As the picce in general is directed against the new system of education, 
we must first of all explain its nature and tendency. Up to the 
time of the Persian war, the school-education of the Greeks was limited 
to a very few subjects. From his seventh year, the boy was sent to 
schools in which he learned reading and writing, to play on the lute and 
sing, and the usual routine of gymnastic exercises.* In these schools it 
was customary to impress upon the youthful mind, in addition to these 
acquirements, the works of the poets, especially Homer, as the foundation 
of all Greek training, the religious and moral songs of the lyric poets, 
and a modest and decent behaviour. This instruction ceased when the 
youth was approaching to manhood; then the only means of gaining 
instruction was intercourse with older men, listening to what was said in 
the market-place, where the Greeks spent a large portion of the day, 
taking a part in public life, the poetic contests, which were connected 
with the religious festivals, and made generally known so many works of 
genius ; and, as far as bodily training was concerned, frequenting the 
gymnasia kept up at the public expense. Such was the method of edu- 
cation up to the Persian war; and no effect was produced upon it by the 
more ancient systems of philosophy, any more than by the historical 
writings of the period, for no one ever thought of seeking the elements 
of. a regular education from Heraclitus or Pythagoras, but whoever 
applied himself to them did so for his life. With the Persian war, 
however, according to an important observation of Aristotle, an entirely 
new striving after knowledge and education developed itself among the 
Greeks ; and subjects of instruction were established, which soon exer- 
cised an important imfluence on the whole spirit and character of the 


“is youpepearis Tov, bs xibugiorav, ts meidoreiBov. + Aristot. Polit. viii, 6. 
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nation. The art of speaking, which had hitherto afforded exercise 
only to practical life and its avocations, now became a subject of 
school-training, in connexion with various branches of knowledge, and 
with ideas and views of various kinds, such as seemed suitable to the 
design of guiding and ruling men by eloquence. All this taken together, 
constituted the lessons of the Sophists, which we shall contemplate more 
nearly hereafter; and which produced more important effects on the 
education and morals of the Greeks than anything else at that time. 
That the very principles of the sophists must have irritated an Athenian 
with the views and feelings of Aristophanes, and have at once produced 
a spirit of opposition, is sufficiently obvious: the new art of rhetoric, 
always eager for advantages, and especially when transferred to the 
dangerous ground of the Athenian democracy and the popular law-courts, 
could not fail to be regarded by Aristophanes as a perilous instrument 
in the hands of ambitious and selfish demagogues ; he saw with a glance 
how the very foundations of the old morality, upon which the weal of 
Athens appeared to him to rest, must be sapped and rooted up by a 
stream of oratory which had the skill to turn everything to its own ad- 
vantage. Accordingly, he makes repeated attacks on the whole race of 
the artificial orators and sceptical reasoners, and it is with them that he 
is principally concerned in the Clouds. 

The real object of this piece is stated by the poet himself in the para- 
basis to the Wasps, which was composed in the following year :ghe says 
that he had attacked the fiend which, like a night-mare, plagued fathers 
and grandfathers by night, besetting inexperienced and harmless people 
with all sorts of pleadings and pettifogging tricks.* It is obvious that it 
is not the teachers of rhetoric who are alluded to here, but the young 
men who abused the facility of speaking which they had acquired in the 
schools by turning it to the ruin of their fellow citizens. The whole 
plan of the drama depends on this: an old Athenian, who is sore pressed 
by debts and duns, first labours to acquire a knowledge of the tricks and 
stratagems of the new rhetoric, and finding that he is too stiff and awk- 
ward for it, sends to this school his youthful son, who has hitherto spent 
his life in the ordinary ayocations of a well-born cavalier. ‘The conse- 
quence is, that his son, being initiated into the new scepticism, turns it 
against his own father, and not only beats him, but proves that he has 
done so justly. The error of Aristophanes in identifying the school of 
Socrates with that of the new-fangled rhetoric must have arisen from 
his putting Socrates on the same footing with sophists, like Protagoras 
and Gorgias, and then preferring to make his fellow citizen the butt of 
his witticisms, rather than his foreign colleagues, who paid only short 
visits to Athens. It cannot be denied that Aristophanes was mistaken. 


* Compare, by way of explanation, also Acharnians, 713. Birds, so Frogs, \47. 
BE 
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It must indeed be allowed that Socrates, in the earlier part of his career, 
had not advanced with that security with which we see him invested in 
the writings of Xenophon and Plato, that he still took more part in the 
speculations of the Ionian philosophers with regard to the universe,* 
than he did at a later period; ¢hat certain wild elements were still mixed 
up in his theory, and not yet purged out of it by the Socratic dialectic: 
still it is quite inconceivable that Socrates should ever have kept a school 
of rhetoric (and this is the real question), in which instruction was 
given, as in those of the sophists, how to: make the worse appear the 
better reason.t But even this misrepresentation on the part of Aris- 
tophanes may have been undesigned: we see from passages of his later 
comedies,{ that he actually regarded Socrates as a rhetorician and 
declaimer. He was probably deceived by appearances into the belief 
that the dialectic of Socrates, the art of investigating the truth, was 
the same as the sophistry which aped it, and which was but the art of 
producing a deceitful resemblance of the truth. It is, no doubt, a serious 
reproach to Aristophanes that he did not take the trouble to distinguish 
more accurately between the two: but how often it happens that men, 
with the best intentions, condemn arbitrarily and in the lump those ten- 
dencies and exertions which they dislike or cannot appreciate. 

The whole play of the Clouds is full of ingenious ideas, such as the 
chorus of Clouds itself, which Socrates invokes, and which represents 
appropgiately the light, airy, and fleeting nature of the new philo- 
sophy.§ A number of popular jokes, such as generally attach them- 
selves to the learned class, and banter the supposed subtilties and refine- 
ments of philosophy, are here heaped on the school of Socrates, and 
often delivered in a very comic manner. The worthy Strepsiades, whose 
home-bred understanding and mother-wit are quite overwhelmed with 
astonishment at the subtle tricks of the school-philosophers, until at 
last his own experience teaches him to form a different judgment, is 
from the beginning to the end of the piece a most amusing character. 
Notwithstanding all this, however, the piece cannot overcome the defect 
arising from the oblique views on which it is based, and the superficial 
manner in which the philosophy of Socrates is treated,—at least not in 

* od weriwen. 

t+ The irrwy or dines, and the xgsirrwy or dixasos Adyes. Aristophanes makes the 
former manner of speaking the representative of the assuming and arrogant youth, 
and the latter of the old respectable education, and personifies them both. 

{See Aristoph. Frogs, 1491. Birds, 1555. Eupolis had given a more correct 


picture of Socrates, at least in regard to his outward appearance. Bergk de rel. 
com. Attica, p. 353. 


§ That this chorus loses its special character towards the end of the piece, and 
even preaches reverence of the gods, is a point of resemblance between it and the 
choruses in the Acharnians and the Wasps, who at least act rather according to the 
general character of the Greek chorus, which was on the whole the same for tragedy 
and comedy, than according to the particular part which has been assigned to them, 
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the eyes of any one who is unable to surrender himself to the delusion 
under which Aristophanes appears to have laboured. 

§ 6. The following year (Ol. 89, 2. B.c. 422) brought the Wasps of 
Aristophanes on the stage. The Wasps is so connected with the Clouds, 
that it is impossible to mistake a similarity of design in the development 
of certain thoughts in each. The Clouds, especially in its original form, 
was directed against the young Athenians, who, as wrangling tricksters, 
vexed the simple inoffensive citizens of Athens by bringing them against 
their will into the law-courts. The Wasps is aimed at the old Athe- 
nians, who took their seats day after day in great masses as judges, and 
being compensated for their loss of time by the judicial fees established 
by Pericles, gave themselves up entirely to the decision of the causes, 
which had become infinitely multiplied by the obligation on the allies to 
try their suits at Athens, and by the party spirit in the state itself: 
whereby these old people had acquired far too surly and snarling a 
spirit, to the great damage of the accused. There are ‘two persons 
opposed to one another in this piece; the old Phzlocleon, who has given 
up the management of his affairs to his son, and devoted himself entirely 
to his office of judge (in consequence of which he pays the profoundest 
respect to Cleon, the patron of the popular courts); and his son Bdelycleon, 
who has a horror of Cleon and of the severity of the courts in general. 
It is very remarkable how entirely the course of the action between these 
two characters corresponds to that in the Clouds, so that we can hardly 
mistake the intention of Aristophanes to make one piece the counterpart 
of the other. The irony of fate, which the aged Strepsiades experiences, 
when that which had been the greatest object of his wishes, namely, to 
have his son thoroughly imbued with the rhetorical fluency of the 
‘ Sophists, soon turns out to be the greatest misfortune to him,—is precisely © 
the same with the irony of which the young Bdelycleon is the object in 
the Wasps; for, after having directed all his efforts towards curing his 
father of his mania for the profession of judge, and having actually suc- 
ceeded in doing so, (partly by establishing a private dicasterion at home, 
and partly by recommending to him the charms of a fashionable luxurious 
life, such as the young Athenians of rank were attached to,) he soon 
bitterly repents of the metamorphosis which he has effected, since the 
old man, by a strange mixture of his old-fashioned rude manners with 
the luxury of the day, allows his dissoluteness to carry him much farther 
than Bdelycleon had either expected or desired. 

The Wasps is undoubtedly one of the most perfect of the plays of 
Aristophanes.* We have already remarked upon the happy invention 


* We cannot by any means accept A. W. von Schlegel’s judgment, that this play 
is inferior to the other comedies of Aristophanes, and we entirely approve of the warm 
apology by Mr. Mitchell, in his edition of the Wasps, 1835, the object of which 
has unfortunately prevented the editor from giving the comedy in its Pee 
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of the masks of the chorus.* The same spirit of amusing novelty per- 
vades the whole piece. The most farcical scene is the first between two 
dogs, which Bdelycleon sets on foot for the gratification of his father, 
and in which not only is the whole judicial system of the Athenians 
parodied in a ludicrous manner, but also a particular law-suit between 
the demagogue Cleon and the general Laches appears in a comic con- 
trast, which must have forced a laugh from the gravest of the spectators. 

§ 7. We have still a fifth comedy, the Peace, which is connected 
with the hitherto unbroken series; it is established by a didascalia, 
which has been recently brought to light, that it was produced at 
the great Dionysia in Ol. 89, 3. B.c. 421. Accordingly, this play 
made its appearance on the stage shortly before the peace of Nicias, 
which concluded the first part of the Peloponnesian war, and, as was 
then fully believed, was destined to put a final stop to this destructive 
contest among the Greek states. 

The subject of the Peace is essentially the same as that of the Achar- 
nians, except that, in the latter, peace is represented as the wish of an 
individual only, in the former as wished for by all. In the Acharnians, 
the chorus is opposed to peace; in the Peace, it is composed of country- 
men of Attica, and all parts of Greece, who are full of a longing desire 
for peace. It must, however, be allowed, that in dramatic interest the 
Acharnians far excels the Peace, which is greatly wanting in the unity 
of a strong comic action. It must, no doubt, have been highly amusing 
to see how Trygzeus ascends to heaven on the back of an entirely new 
sort of Pegasus,—a dung beetle,—and there, amidst all kinds of dangers, 
in spite of the rage of the deemon of war, carries off the goddess Peace, 
with her fair companions, Harvesthome and Mayday: + but the sacrifice 
on account of the peace, and the preparations for the marriage of Try- 
geeus with Harvesthome, are split up into a number of separate scenes, 
without any direct progress of the action, and without any great vigour 
of comic imagination. It is also too obvious, that Aristophanes endea- 
vours to diminish the tediousness of these scenes by some of those loose 
jokes, which never failed to produce their effect on the common people 
of Athens; and it must be allowed, in general, that the poet often ex- 
presses better rules in respect to his rivals than he has observed in his 
own pieces. t 

§ 8. There is now a gap of some years in the hitherto unbroken chain 
of Aristophanic comedies; but our loss is fully compensated by the 
Birds, which was brought out in Ol. 91, 2.8.c. 414. If the Achar- 


* Chap. XXVII. § 5. 

t So we venture to translate "Oradea and @zweia. 

ft It should be added, that according to the old grammarians Eratosthenes and 
Crates, there were two plays by Aristophanes with this title, though there is no 
indication that the one which has come down to us is not that which appeared in 
the year 42], 
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nians is a specimen of the youthful vigour of Aristophanes, it appears 
in the Birds displayed in all its splendour, and with a style, in which a 
proud flight of imagination is united with the coarsest jocularity and 
most genial humour. 

The Birds belongs to a period when the power and dominion of 
Athens had attained to an extent and splendour which can only be 
compared to the time about Ol. 81, 1. B.c. 456, before the military 
power of Athens was overthrown in Egypt. Athens had, by the very 
favourable peace of Nicias, strengthened her authority on the sea and 
in the coasts of Asia Minor; had shaken the policy of the Peloponnese 
by skilful intrigues ; had brought her revenues to the highest point they 
ever attained ; and finally had formed the plan of extending her authority 
by sea and on the coasts, over the western part of the Mediterranean, by 
the expedition to Sicily, which had commenced under the most favourable 
auspices. The disposition of the Athenians at this period is known to 
us from Thucydides: they allowed their demagogues and soothsayers to 
conjure up before them the most brilliant visionary prospects ; hence- 
forth nothing appeared unattainable; people gave themselves up, in 
general, to the intoxication of extravagant hopes. The hero of the day 
was Alcibiades, with his frivolity, his presumption, and that union of 
a calculating understanding with a bold, unfettered imagination, for 
which he was so distinguished; and even when he was lost to Athens 
by the unfortunate prosecution of the Hermocopidée, the disposition 
which he had excited still survived for a considerable time. 

It was at this time that Aristophanes composed his Birds. In order 
to comprehend this comedy in its connexion with the events of the day, 
and, on the other hand, not to attribute to it more than it really con- 
tains, it is especially necessary to take a rigorous and exact view of the 
action of the piece. Two Athenians, Peistheterus and Euelpides, 
(whom we may call Agitator and Hopegood,) are sick and tired of the 
restless life at Athens, and the number of law-suits there, and have 
wandered out into the wide world in search of Hoopoo, an old mytho- 
logical kinsman of the Athenians.* They soon find him ina rocky desert, 
where the whole host of birds assemble at the call of Hoopoo: for some 
time they are disposed to treat the two strangers of human race as 
national enemies; but are at last induced, on the recommendation of 
Hoopoo, to give them a hearing. Upon this, Agitator lays before them 
his grand ideas about the primeval sovereignty of the birds, the important 
rights and privileges they have lost, and how they ought to win them 
all back again by founding a great city for the whole race of birds: and 
this would remind the spectators of the plan of centralization, (cuvo 


* It is said to have been, in fact, the Thracian king Tereus, who had married 
Pandion’s daughter Procne, and was turned into a hoopoo, his wife being meta- 
morphosed into a nightingale. 
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kispdc,) which the Athenian statesmen of the day often employed for the 
establishment of democracy, even in the Peloponnese. While Agitator 
undertakes all the solemnities which belonged to the foundation of a 
Greek city, and drives away the crowd, which is soon collected, of priests, 
writers of hymns, prophets, land-surveyors, inspectors-general, and legis- 
lators,+—scenes full of satirical reflexion on the conduct of the Athenians 
in their colonies and in allied states,—Hopegood superintends the build- 
ing of this castle-in-the-air, this Cloudcuckootown, (Negehoxoxxvyta,) and 
shortly after a messenger makes his appearance with a most amusing 
description of the way in which the great fabric was constructed by the 
labours of the different species of birds. Agitator treats this description 
as a lie;* and the spectators are also sensible that Cloudcuckootown 
exists only in imagination, since Iris, the messenger of the gods, flies 
past without having perceived, on her way from heaven to earth, the 
faintest trace of the great blockading fortress.-+ The affair creates all 
the more sensation among men on this account, and a number of swag- 
gerers come to get their share in the promised distribution of wings, 
without Agitator being able to make any use of those new citizens for 
his city. As, however, men leave off sacrificing to the gods, and pay 
honour to the birds only, the gods themselves are obliged to enter into 
the imposture, and bear a part in the absurdities which result from it. 
An agreement is made in which Zeus himself gives up his sovereignty to 
Agitator ; this is brought about by a contrivance of Agitator; he has the 
skill to win over Hercules, who has come as an ambassador from the 
gods, with the savoury smell of certain birds, whom he has arrested as 
aristocrats, and is roasting for his dinner. At the end of the comedy 
Agitator appears with Sovereignty, (BaoiXea,) splendidly attired as 
his bride, brandishing the thunder-bolts of Zeus, and in a triumphal 
hymeneal procession, accompanied by the whole tribe of birds. 

In this short sketch we have purposely omitted all the subordinate 
parts, amusing and brilliant as they are, in order to make sure of obtain- 
ing a correct view of the whole piece. People have often overlooked 
the general scope of the play, and have sought for a signification in 
the details, which the plan of the whole would not allow. It is impos- 
sible that Athens can have been intended under Cloudcuckootown, espe- 
cially as this city of the birds is treated as a mere imagination : moreover, 
the birds are real birds throughout the play, and if Aristophanes had 
intended to represent his countrymen under these masks, the character- 
istics of the Athenians would have been shown in them in a very different 


* reall loo yao handios Palvercel wor pevdeory. 
ed Z ourse we see nothing of the new city on the stage, which throughout the 
piece represents a rocky place with trees about it, and with the house of the Epops 


in the centre, which at the end of the play is conyerted i i 
, g a ay is conyerted into the kite vhere 
birds ave roasted. pee) Re 
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way." Besides, it is very difficult to believe that Agitator and Hopegood 
were intended to represent any Athenian statesmen in particular; the 
chief rulers of the people at that time could not possibly have shown 
themselves diametrically opposed, as Agitator does, to the judicial and 
legislative system, and to the sycophancy of the Athenians. But accord- 
ing to the poet’s express declaration, they are Athenians, the genuine off- 
spring of Athens, and it is clear, that in these two characters, he in- 
tended to give two perfect specimens of the Athenians of the day; the 
one is an intriguing projector, a restless, inventive genius, who knows 
how to give a plausible appearance to the most irrational schemes; the 
other is an honest, credulous fool, who enters into the follies of his 
companion with the utmost simplicity.t Consequently, the whole piece 
is a satire on Athenian frivolity and credulity, on that building of 
castles in the air, and that dreaming expectation of a life of luxury and 
ease to which the Athenian people gave themselves up in the mass: 
but the satire is so general, there is so little of anger and bitterness, so 
much of fantastic humour in it, that no comedy could make a more 
agreeable and harmless impression. We must, in this, dissent entirely 
from the opinion of the Athenian judges, who, though they crowned the 
Knights, awarded only the second prize to the Birds ; it seems that they 
were better able to appreciate the force of a violent personal attack than 
the creative fulness of comic originality. 

§ 9. We have two plays of Aristophanes which came out in Ol. 92, 1. 
B.c. 411, (if our chronological data are correct,) the Lysistrata and the 
Thesmophoriazuse. A didascalia, which has come down to us, assigns 
the Lysistrata to this year, in which, after the unfortunate issue of the 
Sicilian expedition, the occupation of Deceleia by the Spartans, and their 
subsidiary treaty with the king of Persia, the war began to press heavily 
upon the ‘Athenians. At the same time the constitution of Athens had 
fallen into a fluctuating state, which ended in an oligarchy: a board of 
commissioners, (xpdovdor,) consisting of men of the greatest rank and 
consideration, superintended all the affairs of state; and, a few months 
after the representation of the Thesmophoriazusz, began the rule of the 
Four hundred. Aristophanes, who had all along been attached to the 
peace-party, which consisted of the thriving landed proprietors, now 
gave himself up entirely to his longing for peace, as if all civic rule and 
harmony in the ‘state must necessarily be restored by a cessation from 
war. In the Lysistrata this longing for peace is exhibited in a farcical 
form, which is almost without a parallel for extravagant indecency; the 


* That seyeral points applicable to Athens occur in the Cloudcookootown (the 
Acropolis, with the worship of Minerva Polias, the Pelasgian wall, &c.) proves 
nothing but this, that the Athenians, who plan the city, made use of names common 
at home, as was always the custom in colonies. _ ‘ 

+ We may remark that Euelpides only remains on the stage till the plan of 
Nephelococcygia is formed: after that, the poet has no further eraployment for him. 
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women are represented as compelling their husbands to come to terms, 
by refusing them the exercise of their marital rights; but the care with 
which he abstains from any direct political satire shows how fluctuating 
all relations were at that time, and how little Aristophanes could tell 
whither to turn himself with the vigour of a man who has chosen his 
party. 

In the Thesmophoriazuse, nearly contempomry with the Lysistrata,* 
Aristophanes keeps still further aloof from politics, and plunges into 
literary criticism, (such as before only served him for a collateral orna- 
ment,) which he helps out with a complete apparatus of indecent jokes. 
Euripides passed for a woman-hater at Athens: but without any 
reason ; for, in his tragedies, the charming, susceptible mind of woman 
is as often the motive of good as of bad actions. General opinion, how- 
ever, had stamped him as a misogynist. Accordingly, the piece turns 
on the fiction that the women had resolved at the feast of the Thesmo- 
phoria, when they were quite alone, to take vengeance on Euripides, and 
punish him with death; and that Euripides was desirous of getting 
some one whom he might pass off for a woman, and send as such into 
this assembly. The first person who occurs to his mind, the delicate, 
effeminate Agathon—an excellent opportunity for travestying Agathon’s 
manner—will not undertake the business, and only furnishes the costume, 
in which the aged Mnesilochus, the father-in-law and friend of Euripides, 
is dressed up as a woman. Mnesilochus conducts his friend’s cause 
with great vigour; but he is denounced, his sex is discovered, and, on 
the complaint of the women, he is committed to the custody of a Scythian 
police-slave, until Euripides, having in vain endeavoured, in the guise of 
a tragic Menelaus and Perseus, to carry off this new Helen and Andro- 
meda, entices the Scythian from his watch over Mnesilochus by an 
artifice of a grosser and more material kind. The chief joke in the 
whole piece is that Aristophanes, though he pretends to punish Eu- 
ripides for his calumnies against women, is much more severe upon the 
fair sex than Euripides had ever been. 


* The date assigned to the Thesmophoriazuse, Ol. 92, 1. B.c. 411, rests partly on 
its relation to the Andromeda of Euripides, (see chap. XXV. § 17, note,) which 
was a year older, and which, from its relation to the Frogs, (Schol. Aristoph. Frogs, 
53,) is placed in Ol, 91, 4. B. c. 412. No doubt the expression éy34w %re: would 
also allow us to place the Andromeda in 413; and therefore, the Thesmophoriazuse 
in 412; but this is opposed by the clear mention of the defeat of Charminus ina 
sea-fight, (Thesmoph. 804 ;) which falls, according to Thucyd. viii. 41, in the very 
beginning of 411, Without setting aside the Sckol. Frogs, 53, and some other 
corresponding notices in the Ravenna scholia on the Thesmophoriazuse, we cannot 
bring down this comedy to the year 410: consequently, the passage in y. 808 about 
the deposed councillors, cannot refer to the expulsion of the Five hundred by the 
oligarchy of the Four hundred, (Thucyd. viii. 69,) which did not take place till 
after the Dionysia of the year 411; but tothe circumstance that the Govacura) of the 
year 412, OL. 91, 4, were obliged to give up a considerable part of their functions 
to the board of xgeBovan, (Thucyd. viii. 1.) 
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$10. The literary criticism, which seems to have been the principal 
employment of Aristophanes during the last gloomy years of the Pe- 
loponnesian war, came out in its most perfect form in the Frogs, which 
was acted Ol. 93, 3. B.c. 405, and is one of the most masterly pro- 
ductions which the muse of comedy has ever conceded to her favourites. 
The idea, on which the whole is built, is beautiful and grand. Dionysus, 
the god of the Attic stage, here represented as a young Athenian fop, 
who gives himself out as a connoisseur of tragedies, is much distressed 
at the great deficiency vf tragic poets after the deaths of Euripides and 
Sophocles, and is resolved to go and bring up a tragedian from the other 
world,—if possible, Euripides.* He gets Charon to ferry him over the 
pool which forms the boundary of the infernal regions, (where he is 
obliged to pull himself to the merry croaking of the marsh frogs,)+ and 
arrives, after various dangers, at the place where the chorus of the happy 
souls who have been initiated into the mysteries (¢. e. those who are 
capable of enjoying properly the freedom and merriment of comedy) 
perform their songs and dances: he and his servant Xanthias have, 
howeyer, still many amusing adventures to undergo at Pluto’s gate 
before they are admitted. It so happens that a strife has arisen in the 
subterranean world between A%schylus, who had hitherto occupied the 
tragic throne, and the newly arrived Euripides, who lays claim to it: 
and Dionysus connects this with his own plan by promising to take with 
him to the upper regions whichever of the two gains the victory in this 
contest. The contest which ensues is a peculiar mixture of jest and 
earnest : it extends over every department of tragic act,—the subject-matter 
and moral effects, the style and execution, prologues, choral songs, and 
monodies, and often, though in a very comic manner, hits the right 
point. The comedian, however, does not hesitate to support, rather 
by bold figures than by proofs, his opinion that Aéschylus had uttered 
profound observations, sterling truths, full of moral significance ; while 
Euripides, with his subtle reasonings, rendered insecure the basis of 
religious faith and moral principles on which the weal of the state 
rested. Thus, at the end of the play, the two tragedians proceed to 
weigh their verses; and the powerful sayings of Aischylus make the 
pointed thoughts of Euripides kick the beam. In his fundamental 
opinion about the relative merits of these poets, Aristophanes is undoubt- 
edly so far right, that the immediate feeling for and natural conscious- 
ness of the right and the good which breathes in the works of Aischylus, 
was far more conducive to the moral strength of mind and public virtue 


* He is chiefly desirous of seeing the Andromeda-of Euripides, which was ex- 
ceedingly popular with the people of Abdera also. Lucian. Quom. conser. sit Hist. 1. 

+ The part of the Frogs was indeed performed by the chorus, but they were not 
seen, (i. €. it was a parachoreyema;) probably the choreute were placed in the 
hyposcenium, (a space under the stage,) and therefore on the same eleyation as the 
orchestra. 
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of his fellow citizens than a mode of reasoning like that in Euripides, 
which brings all things before its tribunal, and, as it were, makes every- 
thing dependent on the doubtful issue of a trial. But Aristophanes is 
wrong in reproaching Euripides personally with a tendency which exer- 
cised such an irresistible influence on his age in general. If it was the 
aim of the comedian to bring back the Athenian public to that point of 
literary taste when A’schylus was fully sufficient for them, it would have 
been necessary for him to be able to lock the wheels of time, and to screw 
back the machinery which propelled the mind in its forward progress. 

We should not omit to mention the political references which occa- 
sionally appear by the side of the literary contents of this comedy. 
Aristophanes maintains his position of opponent to the violent demo- 
crats: he attacks the demagogue Cleophon, then in the height of his 
power: in the parabasis he recommends the people, covertly but sig- 
nificantly enough, to make peace with and be reconciled to the persecuted 
oligarchs, who had ruled over Athens during the time of the Four 
hundred ; recognizing, however, the inability of the people to save them- 
selves from the ruin which threatens them by their own power and pru- 
dence, he hints that they should submit to the mighty genius of Alcibi- 
ades, though he was certainly no old Athenian according to the ideal of 
Aristophanes: this suggestion is contained in two remarkable verses, 
which he puts into the mouth of Agschylus -— 


“}?Twere best to rear no lion in the state, 
But when ’tis done, his will must not be thwarted ;’— 


a piece of advice which would have been more in season had it been 
delivered ten years earlier. 

$11. Aristophanes is the only one of the great Athenian poets who 
survived the Peloponnesian war, in the course of which Sophocles and 
Euripides, Cratinus and Eupolis, had all died. We find him still 
writing for the stage for a series of years after the close of the 
war. His Ecclesiazuse@ was probably brought out in Ol. 96, 4. B.c. 
392: it is a piece of wild drollery, but based upon the same political 
creed which Aristophanes had professed for thirty years. Democracy 
had been restored in its worst features; the public money was 
again expended for private purposes; the demagogue Agyrrhius 
was catering for the people by furnishing them with pay for their at- 
tendance in the public assembly; and the populace were following to- 
day one leader, and to-morrow another. In this state of affairs, ac- 
cording to the fiction of Aristophanes, the women resolve to take upon 
themselves the whole management of the city, and carry their point by 
appearing in the assembly in men’s clothes, principally “because this 
was the only thing that had not yet been attenvpted at Athens ;”* and 

© Ecelesiaz. v. 456, dxes yao rovro wovov ty cH weAss 

atora yiysvnobas 
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people hoped that, according to an old oracle, the wildest resolution 
which they made would turn out to their benefit. The women then 
establish an excellent Utopia, in which property and wives are to be in 
common, and the interests of the ugly of both sexes are specially pro- 
vided for, a conception which is followed out into all its absurd conse- 
quences with a liberal mixture of humour and indecency. 

From this combination of a serious thought, by way of foundation, 
with the boldest creations of a riotous imagination, the Ecclesiazuse 
must be classed with the works which appeared during the vigour of 
Attic comedy: but the teehnical arrangement shows, in a manner 
which cannot be mistaken, the poverty and thriftiness of the state 
at this time.* The chorus is obviously fitted out very parsimo- 
niously ; its masks were easily made, as they represented only ‘Athenian 
women, who at first appear with beards and men’s cloaks ; besides, it re- 
quired but little practice, as it had but little to sing. The whole parabasis 
is omitted, and its place is supplied by a short address, in which the 
chorus, before it leaves the stage, calls upon the judges to decide fairly 
and impartially. 

These outward deviations from the original plan of the old comedy 
are in the Plutus combined with great alterations in the internal struc- 
ture; and thus furnish a plain transition to the middle comedy, as it is 
called. The extant Plutus is not that which the poet produced in 
Ol. 92, 4. B.c. 408, but that which came out twenty years later in 
Ol. 97, 4. 8. c. 388, and was the last piece which the aged poet brought 
forward himself; for two plays which he composed subsequently, the 
Cocalus and Aolosicon, were brought out by his son Araros. In the 
extant Plutus, Aristophanes tears himself away altogether from the great 
political interests of the state. His satire in this piece is, in part, uni- 
versally applicable to all races and ages of men, for it is directed against 
defects and perversities which attach themselves to our every-day 
life; and, in part, it is altogether personal, as it attacks individuals 
selected from the mass at the caprice of the poet, in order that the jokes 
may take a deeper and wider root. The conception on which it is based 
is of lasting significance: the god of riches has, in his blindness, fallen 
into the hands of the worst of men, and has himself suffered greatly 
thereby: a worthy, respectable citizen, Chremylus, provides for the re- 
covery of his sight, and so makes many good people prosperous, and 
reduces many knaves to poverty. From the more general nature of the 
fable it follows that the persons also have the general character of their 
condition and employments, in which the piece approximates to the 
manner of the middle comedy, as it also does in the more decent, less 


* The choregie were not discontinued, but people endeavoured to make them 
less expensive every year. See Boeckh, Public Economy of Athens, book ili. } 2%. 
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offensive, but at the same time less genial nature of the language. The 
alteration, however, does not run through the play so as to bring the 
new species of comedy before us in its complete form ; here and there 
we feel the breath of the old comedy around us, and we cannot avoid the 
melancholy conviction that the genial comedian has survived the best 
days of his art, and has therefore become insecure and unequal in his 
application of it. 


CHAPTER XXIX. 


$1. Characteristics of Cratinus. § 2. Eupolis. § 3. Peculiar tendencies of Crates ; 
his connexion with Sicilian comedy. §4. Sicilian comedy originates in the 
Doric farces of Megara. § 5. Eventsin the life of Epicharmus; general tendency 
and nature of his comedy. §6. The middle Attic comedy; poets of this class 
akin to those of the Sicilian comedy in many of their pieces. § 7. Poets of the 
new comedy the immediate successors of those of the middle comedy. How the 
new comedy becomes naturalized at Rome. § 8, Public morality at Athens 
at the time of the new comedy. § 9. Character of the new comedy in connexion 
therewith. 


§ 1. Cratinus and Eupolis, Pherecrates and Hermippus, Telecleides 
and Plato, and several of those who competed with them for the prize 
of comedy, are known to us from the names of a number of their pieces 
which have come down to our time, and also from the short quotations 
from their plays by subsequent authors ; these furnish us with abundant 
materials for an inquiry into the details of Athenian life, public and 
private, but are of little use for a description like the present, which 
is based on the contents of individual works and on the characteristics 
of the different poets. 

Of Cratinus, im particular, we learn more from the short but preg- 
nant notices of him by Aristophanes, than from the very mutilated 
fragments of his works. It is clear that he was well fitted by nature 
for the wild and merry dances of the Bacchic Comus. The spirit of 
comedy spoke out as clearly and as powerfully in him as that of tragedy 
did in Aéschylus. He gave himself up with all the might of his genius 
to the fantastic humour of this amusement; and the scattered sparks 
of his wit proceeded from a soul imbued with the magnanimous honesty 
of the older Athenians. His personal attacks were free from all fear 
or regard to the consequences. As opposed to Cratinus, Aristophanes 
appeared as a well educated man, skilled and apt in speech, and not 
untinged with that very sophistic training of Euripides, against which 
he so systematically inveighed ; and thus we find it asked in a fragment 
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of Cratinus :—‘ Who art thou, thou hair-splitting orator; thou hunter 
after sentences ; thou petty Euripidaristophanes ?” * 

Even the names of his choruses show, to a certain extent, on what 
various and bold devices the poems of Cratinus were based. He not 
only made up a chorus of mere Archilochuses and Cleobulines, 7. e. of 
abusive slanderers and gossiping women ; he also brought on a number 
of Ulysseses and Chirons as a chorus, and even Panopteses, 7. e. beings 
like the Argos-Panoptes of mythology, who had heads turned both 
ways with innumerable eyes,t by which, according to an ingenious 
explanation, t he intended to represent the scholars of Hippo, a specu- 
lative philosopher of the day, whose followers pretended that nothing 
in heaven or earth remained concealed from them. Even the riches 
(sAovroe) and the laws (vopor) of Athens formed choruses in the plays 
of Cratinus, as, in general, Attic comedy took the liberty of personifying 
whatever it pleased. 

The play of Cratinus, with the plot of which we are best acquainted, 
is the Pytine, or “ bottle,” which he wrote in the last year of his life. 
In his later years Cratinus was undoubtedly much given to drinking, 
and Aristophanes and the other comedians were already sneering at him 
as a doting old man, whose poetry was fuddled with wine. Upon this 
the old comedian suddenly roused himself, and with such vigour and 
success that he won the prize, in Ol. 89,1. B.c. 423, from all his rivals, 
including Aristophanes, who brought out the “ Clouds’? on the occasion. 
The piece which Cratinus thus produced was the Pytine. With mag- 
nanimous candour the poet made himself the subject of his own comedy. 
The comic muse was represented as the lawful wife of Cratinus, as the 
faithful partner of his younger days, and she complained bitterly of the 
neglect with which she was then treated in consequence of her husband 
having become attached to another lady, the bottle. She goes to the 
Archons, and brings a plaint of criminal neglect (kaxwoc) against 
him; if her husband will not return to her she is to obtain a divorce 
from him. The consequence is, that the poet returns to his senses, and 
his old love is re-awakened in his bosom; and at the end he raises 
himself up in all the power and beauty of his poetical genius, and goes 
so far in the drama that his friends try to stop his mouth, lest he should 
carry away everything with the overflowing of his imagery and versifi- 
cation.§ In this piece, Cratinus did not merit the reproach which has 
been generally cast upon him, that he could not work out his own 
excellent conceptions, but, as it were, destroyed them himself. 

* Vis 38 od 5 (xoprles ris tgoire bears) 
‘Laornerrorsyos, yrapsbiarns, siermibugirropuyilwy 
The answer of Aristophanes is mentioned aboye, Chap. XXY., § 7. 
+ Kpdviae dicace Pogeiv, opbarweot Y obx dgibuarol 
t Bergk de reliquiis Comedie Attice antique, p. 162. 


§ Cratini fragmenta coll. Runkel, p.50. Meineke, Hist, Crit. Com. Gree, vol. I. 
p- 54, vol. II. p. 116—1382, 
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So early as the time when Cratinus was in his prime, (Ol. 85, 1. 
z.c. 440,) a law was passed limiting the freedom of comic satire. It 
is very probable that it was under the constraint of this law, (which, 
however, was not long in force,) that the Ulysseses (Ocvaceic) of Cratinus 
was brought out; a piece of which it was remarked by the old literary 
critics,* that it came nearer to the character of the middle comedy: it 
probably abstained from all personal, and especially from political 
satire, and kept itself within the circle of the general relations of mankind, 
in which it was easy for the poet to avail himself of the old mythical 
story,—Ulysses in the cave of Polypheimus. 

§ 2. A Roman poet, who was very careful in his choice of words, 
and who is remarkable for a certain pregnancy of expression, t calls 
Cratinus “the bold,”? and in the same passage opposes Evrotts to him, 
as “the angry.” Although Eupolis is stated to have been celebrated 
for his elegance, and for the aptness of his witticisms, as well as for his 
imaginative powers,{ his style was probably marked by a strong 
hatred of the prevailing depravity, and by much bitterness of satire. 
He himself claimed a share in the “ Knights” of Aristophanes, 
im which personal satire prevails more than in any other comedy 
of that poet. On the other hand, Aristophanes maintains that 
Eupolis, in his Maricas, had imitated the “ Knights,’ and spoiled it 
by injudicious additions.§ Of the Maricas, which was produced Ol. 
89, 3. B.c. 421, we only know thus much, that under this slaye’s name 
he exhibited the demagogue Hyperbolus, who succeeded to Cleon’s 
place in the favour of the people, and who was, like Cleon, represented 
as a low-minded, ill-educated fellow ; the worthy Nicias was introduced 
in the piece chiefly as the butt of his tricks. The most virulent, how- 
ever, of the plays of Eupolis was probably the Bapte, which is often 
mentioned by old writers, but in such terms that it is not easy to gather 
a clear notion of this very singular drama. The view which appears 
most probable to the author of these pages is, that the comedy of 
Eupolis was directed against the club (érapéa) of Alcibiades, and espe- 
cially against a sort of mixture of profligacy, which despised the con- 
ventional morality of the day, and frivolity, and which set at nought the old 
religion of Athens, and thus naturally assumed the garb of mystic and 
foreign religions. In this piece Alcibiades and his comrades appeared 


és Pees a A apa p: viii, That the piece contained a caricature 
sacueuoy rive) Of Homer’s Odyssey is not to be understood as i i 
wished to ridicule Homer, ; ania cha 
+ Audaci quicunque adflate Cratino, 
Tratum Eupolidem pregrandi cum sene palles. 
eh 1,124. The Vita Aristophanis agrees with this. 
Pavracia, vPdvraccvos. Platonius als cs hi 7 5 
We ) 6 us also speaks highly of the energ nro 
and grace (ta/aeis) of Eupolis. He perhaps exaggerates eee ae. 
Lg Tle cegts cupolis. aps exe ates th é 7 
Meineke, Hist. Crit. Com. Gr. vol. I. p. 107. Sry wheat oe alae 
§ Aristophanes, Clouds 553. 
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under the name of Bapt@, (which seems to have been borrowed from a 
mystic rite of baptism which they practised,) as worshippers of a bar- 
barian deity Cotys or Cotytto, whose wild worship was celebrated with 
the din of loud music, and was made a cloak for all sorts of debauchery ; 
and the picture given of these rites in the piece, if we may judge from 
what Juvenal says,* must have been very powerful and impressive. 

Eupolis composed two plays which obviously had some connexion 
with one another, and which represented the political condition of Athens 
at the time; the one in its domestic, the other in its external relations. 
In the former, which was called the Demi, the boroughs of Attica, of 
which the whole people consisted, (ot dijuo1,) formed the persons of the 
chorus ; and Myronides, a distinguished general and statesman of the 
time of Pericles, who had survived the great men of his own day, and 
now in extreme old age felt that he stood alone in the midst of a dege- 
nerate race, was represented as descending to the other world to restore 
to Athens one of her old leaders; and he does in fact bring back Solon, 
Miltiades, and Pericles.t The poet contrived, no doubt, to construct a 
very agreeable plot by a portraiture of these men, in which respect for 
the greatness of their characters was combined with many merry jests, 
and by exhibiting, on the other side, in the most energetic manner, the 
existing state of Athens, destitute as she then was of good statesmen and 
generals. From some fragments it appears that the old heroes felt very 
uncomfortable in this upper world of ours, and that the chorus had to 
intreat them most earnestly not to give up the state-affairs and the army 
of Athens to a set of effeminate and presumptuous young men: at the 
conclusion of the piece, the chorus offers up to the spirits of the heroes, 
with all proper ceremonies, the wool-bound olive boughs, (cipeowWyrar,) 
by which, according to the religious rites of the Greeks, it had supported 
its supplications to them, and so honours them as gods. In the Poleis, 
the chorus consisted of the allied or rather tributary cities; the island of 
Chios, which had always remained true to Athens, and was therefore 
better treated than the others, stood advantageously prominent among 
them, and Cyzicus in the Propontis brought up the rear. Beyond this 
little is known about the connexion of the plot. 

§ 3. Among the remaining comic poets of this time, Crarzs stands 
most prominently forward, because he differs most from the others. 
From being an actor in Cratinus’ plays, Crates had risen to the rank of 


* Juvenal, II. 91. 

+ That Myronides brings up Pericles is clear from a comparison of Plutarch, 
Pericl. 24, with the passages of Aristides, Platonius, and others, (Raspe de Lupolid. 
Ajwos et UWorerw. Lips. 1832.) Pericles asks Myronides, ‘*‘ Why he brings him 
back to life? are there no good people in Athens? if his son by Aspasia is not a 
great statesman ”’ and so forth. From this it is clear that it was Myronides who 
had conyeyed him from the other world. 
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a comic poet; he was, however, any thing but an imitator of his master. 
On the contrary, he entirely gave up the field which Cratinus and the 
other comedians had chosen as their regular arena, namely, political 
satire ; perhaps because in his inferior position he lacked the courage to 
attack from the stage the most powerful demagogues, or because he 
thought that department already exhausted of its best materials. His 
skill lay in the more artificial design and developement of his plots,* and 
the interest of his pieces depended on the connexion of the stories which 
they involved. Accordingly, Aristophanes says of him,t that he had 
feasted the Athenians at a trifling expense, and had with great sobriety 
given them the enjoyment of his most ingenious inventions. Crates is 
said to have been the first who introduced the drunkard on the stage ; 
and Pherecrates, who of the later Attic comedians most resembled 
Crates,} painted the glutton with most colossal features. 

§ 4. Aristotle connects Crates with the Sicilian comic poet Ericuar- 
mus, and no doubt he stood in a nearer relation to him than the other 
comedians of Athens. This will be the right place to speak of this 
celebrated poet, as it would have disturbed the historic developement 
of the Attic drama had we turned our attention at an earlier period 
to the comedy of Sicily. As we have already remarked, (chap.X XVII. 
§ 3,) Sicilian comedy is connected with the old farces of Megara, 
but took a different direction, and one quite peculiar to itself. The 
Megarian farces themselves did not exhibit the political character 
which was so early assumed by Attic comedy; but they cultivated a 
department of raillery which was unknown to the comedy of Aris- 
tophanes, that is, a ludicrous imitation of certain classes and conditions 
of common life. A lively and cheerful observation of the habits and 
manners connected with certain offices and professions soon enabled 
the comedian to observe something characteristic in them, and often 
something narrow-minded and partial, something quite foreign to the 
results of a liberal education, something which rendered the person 
awkward and unfitted for other employments, and so opened a wide field 
for satire and witticisms. In this way M@son, an old Megarian comic 
actor and poet,§ constantly employed the mask of a cook or a scullion; 
consequently such persons were called Mesones (aicwvec) at Athens, 

* Aristot. Poet. c.5. Tay 38’ Aénync Kearns rearos nokev, aPimevos ris leuBixns 
ideas, xecborcu Asyous  wevdovs roi i.e. ‘ Of the Athenian comedians, Crates was 
the first who gave up personal satire, and began to make narratives or poems on 
more general subjects.’ 

t Knights, 535. Comp. Meineke, Hist. Crit. Com. Grec., p. 60. 

; Anonym. de Comedia, p. xxix. . 

There can be no doubt that he lived at a time when there existed by the side 
of the Attic comedy a Megarian drama of the same kind, of which Ecphantides, a 
predecessor of Cratinus, and other poets of the old comedy, spoke as a rough 


Sn entertainment. The Megarian comedian Solynws belongs to the same 
period. 


LITERATURE OF ANCIENT GREECE. 433 


and their jokes Meesonian (s.acowrexa.)* A considerable element in such 
representations would consist of mimicry and absurd gestures, such as 
the Dorians seem to have been generallly more fond of than the Athenians ; 
the amusement furnished by the Spartan Deicelicte@ (deuhAurat) was 
made up of the imitation of certain characters taken from common life ; 
for instance, the character of a foreign physician represented in a sort 
of pantomime dance, and with the vulgar language of the lower orders.+ 
The more probable supposition is, that this sort of comedy passed over 
to Sicily through the Doric colonies, as it is on the western 
boundaries of the Grecian world that we find a general prevalence of 
comic dramas in which the amusement consists in a recurrence of the 
same character and the same species of masks. The Oscan pastime of 
the Atel/ane, which went from Campania to Rome, was also properly 
designated by these standing characters; and great as the distance was 
from the Dorians of the Peloponnese to the Oscans of Atella, we may 
nevertheless discern in the character-masks of the latter some clear traces 
of Greek influence.t 

In Sicily, comedy made its first appearance at Selinus, a Megarian 
colony. Aristorenus, who composed comedies in the Dorian dialect, 
lived here before Epicharmus ; how long before him cannot be satisfactorily 
ascertained. In fact we know very little about him; still it is remark- 
able that among the few records of him which we possess there is a verse 
which was the commencement of a somewhat long invective against 
soothsayers ;§ whence it is clear that he, too, occupied himself with the 
follies and absurdities of whole classes and conditions of men. 

§ 5. The flourishing period of Sicilian comedy was that in which 
Phormis, Epicharmus, and Deinolochus, (the son or scholar of the 
latter,) wrote for the stage. Phormis is mentioned as the friend of 
Gelo and the instructor of his children. According to credible autho- 
rities, Epicharmus was a native of Cos, who went to Sicily with Cadmus, 
the tyrant of Cos, when he resigned his power and emigrated to that 
island, about Ol. 73, B.c. 488. Epicharmus at first resided a short time 
at the Sicilian Megara, where he probably first commenced his career as 
a comedian. Megara was conquered by Gelo, (Ol. 74, 1. or 2. B.c. 484, 
483,) and its inhabitants were removed to Syracuse, and Epicharmus 
among them. The prime of his life, and the most flourishing period of 
his art, are included in the reign of Hiero, (Ol. 75, 3. to Ol. 78, 2. B.c. 


“* The grammarian Aristophanes of Byzantium, quoted by Atheneus, XIV., 
p- 659, and Festus, s. vy. Meson. 

+ See Muller’s Dorvians, b. iv. ch. 6. § 9. 

+ Among the standing masks of the Atellana was the Pappus, whose name is 
obviously the Greek réaraos, and reminds us of the Maswmarsianvos, the old leader of 
the satyrs, in the satyric drama; the Maccus, whose name is explained by the 
Greek yaxxeay; also the Simus, (at least in later times: Sueton. Galba, 13,) which 
avas a peculiar epithet of the Satyrs from their flat noses. 

§ In Hephestion, Enchetr. p. 49. sy 
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478, 467.) These chronological data are sufficient to show that the 
tendency of Epicharmus’ comedy could not be political. The safety 
and dignity of a ruler like Hiero would have been alike incompatible 
with such a licence of the stage. It does not, however, follow from this, 
that the plays of Epicharmus did not touch upon or perhaps give a com- 
plete picture of the great events of the time and the circumstances of the 
country ; and in fact we can clearly point out such references to the 
events of the day in several of the fragments: but the comedies of Epi- 
charmus did not, like those of Aristophanes, take a part in the contests 
of political factions and tendencies, nor did they select some particular 
political circumstance of Syracuse to be praised as fortunate, while they 
represented what was opposed to it as miserable and ruimous. The 
comedy of Epicharmus has a general relation to the affairs of mankind: 
it ridicules the follies and perversities which certain forms of educa- 
tion had introduced into the social life of man; and a considerable ele- 
ment in it was a vivid representation of particular classes and persons 
from common life; a large number of Epicharmus’ plays seem to have 
been comedies of character, such as his “‘ Peasant,’”? CAyoworivoc,) and 
“ the Ambassadors to the Festival,’ (Oedpo: ;) we are positively informed 
that Epicharmus was the first to bring on the stage the Parasite and the 
Drunkard,—-characters which Crates worked up for Athenian comedy. 
Epicharmus was also the first to use the name of the Parasite,* which 
afterwards became so common m Greek and Roman plays, and it is 
likely that the rude, merry features with which Plautus has drawn this 
class of persons may, in their first outlines, be traceable to Epicharmus.t 
The Syracusan poet no doubt showed in the invention of such characters 
much of that shrewdness for which the Dorians were distinguished more 
than the other Greek tribes; careful and acute observations of mankind 
are compressed into a few striking traits and nervous expressions, so that 
we seem to see through the whole man though he has spoken only a few 
words. But in Epicharmus this quality was combined in a very peculiar 
manner with a striving after philosophy. Epicharmus was a man of a 
serious cast of mind, variously and profoundly educated. He belonged 
originally to the school of physicians at Cos, who derived their art from 
-fEsculapius. He had been initiated by Arcesas, a scholar of Pythagoras, 
into the peculiar system of the Pythagorean philosophy ; and his comedies 


* In the Attic drama of Eupolis the parasites of the rich Callias appeared as 
xoraxes; but the fact that they constituted the chorus rendered it impossible that 
they could be made a direct object of comic satire. Alexis, of the middle comed 
was the first who brought the parasite (under this name) on the stage. i 

+ Gelasime, salve-—Non id est nomen mihi.— 
Certo mecastor id fuit nomen tibi.— 
Fuit disertim ; verum id usu perdidi ; 
Nune Miccotrogus nomine ex yero yocor. 
} Plaut. Stich. act 1. se. 3. 

The name Miecotrogus, by which the parasite in the preceding passage calls 

himself, is not Attic but Doric, and therefore is perhaps derived from Epicharmus. 


LITERATURE OF ANCIENT GREECE. 435 


abounded in philosophical aphorisms,* not merery, as one might at first 
expect, on notions and principles of morality, but also on metaphysical 
points—God and the world, body and soul, &c.; where it is certainly 
difficult to conceive how Epicharmus interwove these speculative dis- 
courses into the texture of his comedies. Suffice it to say, we see 
that Epicharmus found means to connect a representation of the 
follies and absurdities of the world in which he lived, with pro- 
found speculations on the nature of things; whence we may infer 
how entirely different his manner was from that of the Athenian 
comedy. 

With this general ethical and philosophical tendency we may easily 
reconcile the mythical form, which we find im most of the comedies 
of Epicharmus.t Mythical personages have general and formal 
features, free from all accidental peculiarities, and may therefore 
be made the best possible basis of the principles and results, the 
symptoms and criteria of good and bad characters. Did we but possess 
the comedy of the Dorians, and those portions of the old and middle 
comedy (especially the latter) which are so closely connected with it, we 
should be able to discern clearly what we can now only guess from titles 
and short fragments, that mythology thus treated was just as fruitful a 
source of materials for comedy as for the ideal world of the tragic drama. 
No doubt, the whole system of gods and heroes must have been reduced 
to a lower sphere of action in order to suit them to the purposes of 
comedy: the anthropomorphic treatment of the gods must necessarily 
have arrived at its last stage; the deities must have been reduced to the 
leyel of common life with all its civic and domestic relations, and must 
have exhibited the lowest and most vulgar inclinations and passions. 
Thus the insatiable glutteny of Hercules was a subject which Epicharmus 
painted in vivid colours;+ in another place,§ a marriage feast among the 
gods was represented as extravagantly luxurious; a third, “ Hephestus, 
or the Revellers,”’| exhibited the quarrel of the fire-god with his mother 
Hera as a mere family brawl, which is terminated very merrily by 
Bacchus, who, when the incensed son has left Olympus, invites him to 
a banquet, makes him sufficiently drunk, and then conducts him back m 
triumph to Olympus, in the midst of a tumultuous band of revellers. 
The most lively view which we still have of this mythological comedy is 

* Epicharmus himself says in some beautiful yerses quoted by Diogenes Laer- 
tius, III. § 17, that one of his successors would one day surpass all other specu- 
lators by adopting his sayings in another form, without metre. It is perhaps not 
unlikely that the philosophical anthology which was in vogue under the name of 
Epicharmus, and whict Ennius in his Epicharmus imitated in trochaic tetrameters, 
was an excerpt from the comedies of Epicharmus, jast as the Gnomology, which 
we have under the name of Theognis, was a set of extracts from his Elegies. 

+ Of 35 titles of his comedies, which have come down to us, 17 are borrowed 
from mythological personages. Grysar, de Doriensium Comedia, p. 274. 


t In his Busiris. § In the Marriage of Hebe. 
|| “Hoaoros 4 Kapaora. 
2¥ 2 
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furnished by the scenes in Aristophanes which seem to haye the same 
tone and feeling: such as that in which Prometheus appears as the mal- 
content and intriguer in Olympus, and points out the proper method of 
depriving the gods of their sovereignty; and then the embassy of the 
three gods, when Hercules, on smelling the roasted birds, forgets the 
interests of his own party, and the voice of the worst of the three ambas- 
sadors constitutes the majority ; this shows us what striking pictures for 
situations of common life and common relations might be borrowed from 
the supposed condition of the gods. At any rate, we may also see from 
this how the comic treatment of mythology differed from that in the 
satyric drama. In the latter, the gods and heroes were introduced 
among a class of beings in whom a rude, uncultivated mode of life pre- 
dominated: in the former they descended to social life, and were 
subject to all the deficiencies and infirmities of human society. 

§ 6. The Sicilian comedy in its artistic developement preceded the 
Attic by about a generation; yet the transition to the middle Attic 
comedy, as it is called, is easier from Epicharmus than from Aristophanes, 
who appears very unlike himself in the play which tends towards the 
form of the middle comedy. This branch of comedy belongs to a time when 
the democracy was still moving in unrestrained freedom, though the 
people had no longer such pride and confidence in themselves as to ridi- 
cule from the stage their rulers and the recognized principles of state 
policy, and at the same time to prevent themselves from being led astray 
by such ridicule. The unfortunate termination of the Peloponnesian war 
had damped the first fresh vigour of the Athenian state; freedom and 
democracy had been restored to the Athenians, and even a sort of mari- 
time supremacy; but their former energy of public life had not been 
restored along with these things; there were too many weaknesses and 
defects in all parts of their political condition,—in their finances, in the 
war-department, in the Jaw-courts. The Athenians, perhaps, were well 
aware of this, but they were too indolent and fond of pleasure to set 
about im earnest to free themselves from these inconveniences. Under such 
circumstances, satire and ridicule, such as Aristophanes indulged in, 
would have been quite intolerable, for it would no longer have pointed 
-out certain shadows in a bright and glorious picture, but would have 
exhibited one dark picture without a single redeeming ray of light, and 
so would have lacked all the cheerfulness of comedy. Accordingly, the 
comedians of this time took that general moral tendency which we have 
pointed out in the Megarian comedy and in all that is connected with it ; 
they represented the ludicrous absurdities of certain classes and condi- 
tions in society,* and in their diction kept close to the language of common 


ak bragging cook, aleading personage in middle comedy, was the chief character 
in the olosicon of Aristophanes. We may infer what influence the Megarian 
and Sicilian comedy had in the formation of regular standing characters, from the 
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life, which prevails much more uniformly in their plays than in those 
of Aristophanes, with the exception of some few passages, where it is 
interrupted by parodies of epic and tragic poetry.* These comedians 
were not altogether without a basis of personal satire ; but this was no 
longer directed against influential men, the rulers of the people; + or, if 
it touched them at all, it was not on account of their political 
character, or of any principles approved by the bulk of the people. 
On the contrary, the middle comedy cultivated a narrower field of its 
own,—the department of literary rivalship. The poems of th: middle 
comedy were rich in ridicule of the Platonic Academy, of the newly 
revived sect of the Pythagoreans, of the orators and rhetoricians of the 
day, and of the tragic and epic poets: they sometimes even took a retro- 
spective view, and subjected to their criticism anything which they 
thought weak or imperfect in the poems of Homer. This criticism was 
totally different from that directed by Aristophanes against Socrates, 
which was founded exclusively upon moral and practical views; the 
judgments of the middle comedy considered everything in a literary 
point of view, and, if we may reasun from individual instances, 
were directed solely against the character of the writings of the persons 
criticized. In the transition from the old to the middle comedy we may 
discern at once the great revolution which had taken place in the domestic 


history of Athens, when the Athenians, from a people of politicians, be- 
eame a nation of literary men; when, instead of pronouncing judgment 
upon the general politics of Greece, and the law-suits of their allies, 
they judged only of the genuineness of the Attic style and of good taste in 
oratory; when it was no longer the opposition of the political ideas of 
Themistocles and Cimon, but the contests of opposing schools of philo- 
sophers and rhetoricians, which set all heads in motion. This great 
change was not fully accomplished till the time of Alexander’s successors ; 
but the middle comedy stands as a guide-post, clearly pointing out the way 
to this consummation. The frequency of mythical subjects in the comedies 
of this class t has the same grounds as in the Sicilian comedy; for the 
object in both was to clothe general delineations of character im a mythical 
form. Further than this, we must admit that our conceptions of the 
middle comedy are somewhat vacillating and uncertain ; this arises from 
the constitution of the middle comedy itself, which is rather a transition 


fact that Pollux (Onom. IV., § 146, 148, 150) names the Sictlian parasite and the 
scullion Mason among the masks of the new comedy, (according to the restoration 
by Meineke, Hist. Crit. Com. Grec., p. 664, comp. above, § 4.) 

“* Hence we see why the Scholiast, in the Plutus, 515, recognizes the character 
of the middle comedy in the epic tone of the passage. , 

+ On the contrary, these comedians considered ludicrous representations of 
foreign rulers as quite allowable; thus the Dionysius of ubulus was directed 
against the Sicilian tyrants, and the Dionysalexandrus of the younger Cratinus 
against Alexander of Phere. Similarly, in later times, Menander satirized Dio- 
nysius, tyrant of Heraclea, and Philemon king Magas of Cyrene. 

t Meineke (Hist, Crit. Com. Grec., p. 283, foll.) gives a long list of such 
mythical comedies. 
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state than a distinct species. Consequently, we find, along with many 
features resembling the old comedy, also some peculiarities of the new. 
Aristotle indeed speaks only of an old and a new comedy, and does not 
mention the middle comedy as distinct from the new. 

The poets of the middle comedy are also very numerous ; they occupy 
the interval between Ol. 100. B.c. 380, and the reign of Alexander. 
Among the earliest of them we find the sons of Aristophanes, Araros and 
Philippus, and the prolific Eubulus, who flourished about Ol. 101. B.c. 
376: then follows Anaxandrides, who is said to have been the first to 
introduce into comedy the stories of love and seduction, which afterwards 
formed so large an ingredient in it*—so that we have here another 
reference to the new comedy, and the first step in its subsequent develope- 
ment. Then we have Amphis and Anazilaus, both of whom made 
Plato the butt of their wit; the younger Cratinus ; Temocles, who ridi- 
culed the orators Demosthenes and Hyperides; still later, Alexis, one of 
the most productive, and at the same time one of the most eminent of 
these poets: his fragments, however, show a decided affinity to the new 
comedy, and he was a contemporary of Menander and Philemon.t 
Antiphanes began to exhibit as early as 383 B.c.; his comedies, however, 
were of much the same kind with those of Alexis: he was by far the 
most prolific of the poets of the middle comedy, and was distinguished 
by his redundant wit and mexhaustible invention. The number of his 
pieces, which amounted to 300, and according to some authorities ex- 
ceeded that number, proves that the comedians of this time no longer 
contended, like Aristophanes, with single pieces, and only at the Lena 
and great Dionysia, but either composed for the other festivals, or, what 
seems to us the preferable opinion, produced several pieces at the same 
festival. { 

§ 7. These last poets of the middle comedy were contemporaries of the 
writers of the new comedy, who rose up as their rivals, and were only 
distinguished from them by following their new tendency more decidedly 
and more exclusively. 4/enander was one of the first of these poets, (he 
flourished at the time immediately succeeding the death of Alexander,§) 
and he was also the most perfect of them, which will not surprise us if 
we consider the middle comedy as a sort of preparation for the new.|| 


* The Cocalus of Aristophanes (Araros) contains, according to Platonius, a 
scene of seduction and recognition of the same kind with those in the comedies of 
Menander. 

t It appears by the fragment of the Hypobolimeus, (Athen. XI. p. 502. 3B. 
Meineke Hist. Crit. Com. Grec. p. 315.) 

{ Concerning Antiphanes, see Clinton, Philol. Mus. I. p- 598 foll., and Meineke, 
Mist. Crit. Com. Gr. p. 304—40. It appears from the remarks of Clinton, p. 607, 
and Meineke, p. 305, that the passage attributed by Atheneus IV. p. 156. c., to 
Antiphanes, in which king Seleucus is mentioned, is probably by another comic poet. 
_ § Menander brought out his first piece when he was still a young man (2pnBos), 
in OI. 114, 3. B.c. 322, and died as early as Ol. 122,.1. B.c. 291. 

\| oe to Anon. de comeedia, Menander was specially instructed in his act 
vy Alexis. 
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Philemon came forward rather earlier than Menander, and survived him 
many years ; he was a great favourite with the Athenians, but was always 
placed after Menander by those who knew them both.*’ These are fol- 
lowed by Philippides, a contemporary of Philemon ; by Diphilus of 
Sinope,} who was somewhat later; by Apodlodorus of Gela, a contem- 
porary of Menander, Apollodorus of Carystus, who was in the following 
generation,§ and by a considerable number of poets, more or less worthy 
to be classed with these. 

Passing here from the middle comedy to the new, we come at once to 
a clearer region ; here the Roman imitations, combined with the nume- 
rous and sometimes considerable fragments, are sufficient to give us a 
clear conception of a comedy of Menander in its general plan and in its 
details: a person who possessed the peculiar talents requisite for such a 
task, and had acquired by study the acquaintance with the Greek language 
andthe Attic subtlety of expression necessary for the execution of it, might 
without much difficulty restore a piece of Menander’s, so as to replace the 
lost origmal. The comedy of the Romans must not be conceived as merely 
a learned and literary imitation of the Greek: it formed a living union 
with the Greek comedy, bya transfer to Rome of the whole Greek stage, not 
by a mere transmission through books ; and in point of time too there is an 
immediate and unbroken connexion between them. For although the 
period at which the Greek new comedy flourished followed immedi- 
ately upon the death of Alexander, yet the first generation was followed 
by a second, as Philemon the son followed Philemon the father, and 
eomic writing of less merit and reputation most probably continued till a 
late period to provide by new productions for the amusement of the 
people ; so that when Livius Andronicus first appeared before the Roman 
public with plays in imitation of the Greek (a.u.c. 514. s.c. 240), the 
only feat which he performed was, to attempt in the language of Rome 
what many of his contemporaries were in the habit of doing in the Greek 
language; at any rate, the plays of Menander and Philemon were the 
most usual gratification which an educated audience sought for in the 
theatres of Greek states, as well in Asia as in Italy. By viewing the 
case in this way, we assume at once the proper position for surveying the 
Latin comedians in all their relations to the Greek, which are so peculiar 
that they can only be developed under these limited historical conditions. 
For to take the two cases, which seem at first sight the most obvious and 
natural; namely, first, that translations of the plays of Menander, 

* Menander said to him, when he had won the prize from him in a dramatic 
contest, ‘ Philemon, do you not blush to conquer me?’ Aul. Gell. N.A., XVII. 4. 


+ According to Suidas he came forward Ol, 111., still earlier than Philemon. 


+ Sinope was at that time the native city of three comedians, Diphilus, Diony- 
sius, and Diodorus, and also of the cynic philosopher Diogenes. It must have 
been the fashion at Sinope to derive proper names from Zeus, the Zeus Chthonius 
er Serapis of Sinope. a 

§ According to the inferences in Meincke’g Hist. Crit. Com. Grec., p. 459, 162. 
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Philemon, &c., were submitted to the educated classes at Rome; or 
secondly, that people attempted by free imitations to transplant these 
pieces into a Roman soil, and then to suit them to the tastes and under- 
standings of the Roman people by romanizing them, not merely in all 
the allusions to national customs and regulations, but also in their spirit 
and character: neither of these two alternatives was adopted, but 
the Roman comedians took a middle course, in consequence of which 
these plays became Roman and yet remained perfectly Greek. In 
other words in the Greek comedy (or comedia palliata, as it was called) 
of the Romans, the training of Greece in general, and of Athens in par- 
ticular, has extended itself to Rome, and has compelled the Romans, so 
far as they wished to participate in that, in which all the educated world 
at that time participated, to acquiesce in the outward forms and conditions 
of this drama ;—in its Greek costume and Athenian locality; to adopt 
Attic life as amodel of social ease and familiarity; and (to speak plainly) 
to consider themselves for an hour or two as mere barbarians,—and, 
in fact, the Roman comedians occasionally speak of themselves and their 
countrymen as barbarz.* 

It is necessary that we should premise these observations, (however 
much ‘they may seem chronologically misplaced,) in order to justify the 
use which we purpose to make of Plautus and Terence. The Roman 
comedians prepared the Greek dish for the Roman palate in a different 
manner according to their own peculiar tastes; for example, Plautus 
seasoned it with coarse and powerful condiments, Terence on the other 
hand with moderate and delicate seasoning ;+ but it still remained the 
Attic dish: the scene brought before the Roman public was Athens in 
the time of those Macedonian rulers who are called the Diadocht and 
Epigoni.t 

§ 8. Consequently, the scene was Athens after the downfall of its 
political freedom and power, effected by the battle of Chzeronea, and still 
more by the Lamian war: but it was Athens, still the city of cities, over- 
flowing with population, flourishing with commerce, and strong in its 
navy, prosperous both as a state and in the wealth of many of its indi- 
vidual citizens.§ This Athens, however, differed from that of Cimon 


* See Plautus, Bacchid. I, 2.15. Captivi. III. ¥.32.TV. 1.104. Trinumm. Prot. 
19, Festus v. barbart and vapu/a. 

t+ Yet Plautus is more an imitator and frequently a translator of the Attie come- 
dians than many persons haye supposed, Not to speak of Terence, Czcilius Statius 
has also followed very closely in the steps of Menander. 

t So much so, that the most peculiar features of Attic law (as in all that related 
to EmixaAngo, or heiresses) and of the political relations of Athens (as the xangouxia 
in Lemnos) play an important part in the Roman comedies. 

} The finances of Athens were to all appearance as flourishing under Lycurgus 
(2. e. B.C. 338—326) as under Pericles. The well-known census under Demetrius 
the Phalerian (.c. 317) gives a proof of the number of citizens and slaves at 
Athens. Even in the days of Demetrius Poliorcetes, Athens had still a great fleet. 
In a word, Athens did not want means at this time to enable her to command the 
respect eyen of kings; she only lacked the necessary spirit. 
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and Pericles much in the same way as an old man weak in body, but 
full of a love of life, good humoured and self-indulgent, differs from the 
vigorous middle-aged man at the summit of his bodily strength and 
mental energy. The qualities which were before singularly united in 
the Athenian character, namely, resolute bravery and subtlety of intellect, 
were now entirely disjoined and separated. The former had taken up its 
abode with the homeless bands of mercenaries who practised war as a 
handicraft, and it was only on impulses of rare occurrence that the people 
of Athens gave way to a warlike enthusiasm which was speedily kindled 
and as speedily quenched. But the excellent understanding and mother- 
wit of the Athenians, so far as they did not ramble in the schools 
of the philosophers and rhetoricians, found an object (now that there 
was so little in politics which could interest or employ the mind) in the 
occurrences of social life, and in the charm of dissolute enjoyments. 

Dramatic poetry now for the first time centered in love,* as it has 
since done among all nations to whom Greek cultivation has descended ; 
but certainly it was not love in those nobler forms to which it has since 
elevated itself. The seclusion and want of all society in which un- 
married women lived at Athens (such as we have before described it, 
in speaking of the poetry of Sappho)+ continued to prevail unaltered 
in the families of the citizens of Athens; according to these customs 
then, an amour of any continuance with the daughter of a citizen of 
Athens was out of the question, and never occurs in the fragments and 
imitations of the comedy of Menander ; if the plot of the piece depends 
on the seduction of an Athenian damsel, this has taken place suddenly 
and without premeditation, in a fit of drunkenness and youthful lust, 
generally at one of the pervigilia, which the religion of Athens had 
sanctioned from the earliest times: or some supposed slave or helera, 
with whom the hero is desperately in love, turns out to be a well-born 
Athenian maiden, and marriage at last crowns a connexion entered upon 
with very different intentions.{ 

The intercourse of the young men with the hetere or courtesans, an 
intercourse which had always been a reproach to them since the days of 
Aristophanes,§ had at length become a regular custom with the young 
people of the better class, whose fathers did not treat them too parsi- 
moniously. These courtesans, who were generally foreigners or freed- 
women, | possessed more or less education and charms of manner, and in 


* Fabula jucundi nulla est sine amore Menandri. Ovid. Tris¢., II. 370. 

+ Chap. XIII. § 6. 

t This is the géog% and the dvayysges, which formed the basis of so many of 
Menander’s comedies. 

§ See e. g. Clouds, 996. 

| This constitutes the essential distinction between the trziga and the meV nN, 
the latter being a slave of the xagvoPorxss (6, 7, the leno or lena), although the wrégvas 
are often ransomed (adov7as) by their lovers, and so rise into the other more honour- 


able condition. 
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proportion to these attractions, bound the young people to them with more 
or less of constancy and exclusiveness ; their lovers found an entertain- 
ment in their society which naturally rendered them little anxious to 
form a regular matrimonial alliance, especially as the legitimate daughters 
of Athenian citizens were still brought wp in a narrow and limited 
manner, and with few accomplishments. The fathers either allowed 
their suns a reasonable degree of liberty to follow their own inclinations 
and sow their wild oats, or through parsimony or morose strictness en- 
deavoured to withhold from them these indulgencies, in the midst of all 
which it often happened that the old man fell into the very same follies 
which he so harshly reproved in his son. In these domestic intrigues 
the slaves exercised an extraordinary influence: even in Xenophon’s 
time, favoured by the spirit of democracy, and as it seems almost stand- 
ing on the same footing with the meaner citizens, they were still more 
raised up by the growing degeneracy of manners, and the licence which 
universally prevailed. In these comedies, therefore, it often happens 
that a slave forms the whole plan of operations in an intrigue; it is his 
sagacity alone which relieves his young master from some disagreeable 
embarrassment, and helps to put him in possession of the object of his 
love: at the same time we are often introduced to rational slaves, who 
try to induce their young masters to follow the suggestions of some 
sudden better resolution, and free themselves at once from the exactions 
of an unreasonable hetera.* No less important are the parasit:s, who, 
not to speak of the comic situations in which they are placed by their 
resolution to eat without labouring for it, are of great use to the comedian 
in their capacity of a sort of deperdents on the family: they are brought 
into social relations of every kind, and are ready to perform any service 
for the sake of a feast. Of the characters who make their appearance 
less frequently, we will only speak here of the Bramarbas or miles glo- 
riosus. He is no Athenian warrior, no citizen-soldier, like the heroes 
of the olden time, but a homeless leader of mercenaries, who enlists men~ 
at-arms, now for king Seleucus, now for some other crowned general ; 
who makes much booty with little trouble in the rich provinces of Asia, 


.* As in Menander’s Hunweh, in the scene of which Persius gives a miniature 
copy (Sat. V. 161). In this passage Persius has Menander immediately in his 
eye, and not the imitation in Terence’s Hunweh, act i. sc. 1, although Terence’s 
Phedria, Parmeno, and Thais, correspond to the Cherestratus, Daos, and Chrysis 
of Menander. In Menander, however, the young man takes counsel with his 
slave at a time when the hefera had shut him out, and on the supposition that she 
would invite him to come to her again: in Terence the lover is already invited to 
a reconciliation after a quarrel. This results from the adoption by Terence of a 
practice common with the Latin comedians, and called contaminatio; he has here 
combined in one piece two of Menander’s comedies, the Hunuch and the Nola. 
Accordingly he is obliged to take up the thread of the Eunuch somewhat later, in 
order to gain more room for the deyelepement of his double plot. In the same 
manner the Ade/phi of Terence is made up from the Pwgyis of Menander and the 
Zuwarobvjcxovres of Diphilus. 
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and is willing to squander it away in lavish extravagance on the amiable 
courtesans of Athens; who is always talking of his services, and has 
thereby habituated himself to continual boasting and bragging: conse- 
quently he is a demi-barbarian, overreached by his parasite and cheated 
at pleasure by some clever slave, and with many other traits of this kind 
which may easily be derived from the Roman comedies, but can only be 
viewed in their right light by placing the character about 100: years 
earlier.* 

§ 9. This was the world in which Menander lived, and which, accord- 
ing to universal testimony, he painted so truly. Manifestly, the motives 
here rested upon no mighty impulses, no graud ideas. The strength of 
the old Athenian principles and the warmth of national feelings had 
gradually grown fainter and weaker till they had melted down into a 
sort of philosophy of life, the main ingredients of which were a 
natural good temper and forbearance, and a sound mother-wit nurtured 
by acute observation; and its highest principle was that rule of “ live 
and let live,” which had its root in the old spimt of Attic democracy, 
and had been developed to the uttermost by the lax morality of subse- 
quent times.t 

It is highly worthy of observation, as a hint towards appreciating the 
private life of this period, that Menander and Epicurus were born in 
the same year at Athens, and spent their youth together as sharers in the 
same exercises (cvvé@nfor) :} and an intimate friendship united these 
two men, whose characters had much im common. Though we should 
wrong them both if we considered them as slaves to any vulgar sensu- 
ality, yet it cannot be doubted that they were both of them deficient in 
the inspiration of high moral ideas. The intention with which each 
of them acted was the same: to make the most of life as it is, and to 
make themselves as agreeable as they could. They were both too 
refined and sensible to take any pleasure in vulgar enjoyments; Menan- 
der knew so well by experience the deceitfulness of these gratifications, 
and felt so great a weariness and disgust of their charms, that he had 


* The 2222» of Theophrastus (Charact. 23) bas some affinity with the Thraso 
of comedy (as Theophrastus’s characters in general are related to those of Menan- 
der), but he is an Athenian citizen who is proud of his connexion with Macedon, 
and not a mercenary soldier. 

+ The aristocratic constitutions at that time in Greece were connected with a 
stricter superintendence of morals (censura morum) ; the leading principle of the 
Athenian democracy, on the other hand, was to impose no further restraint on the 
private life of the citizen than the immediate interests of the state required. How- 
ever, the writings of the new comedy were not altogether without personal invec- 
tives, and there were still questions with regard to the freedom of the comic stage 
(Plutarch Demetr. 12. Meineke Hist. Crit. Cum. Gree. p. 436.) The Latin come- 
dians also occasionally introduced personal attacks, which were most bitter in the 
comedies of Nevius. ; 

¢ Strabo XIV. p. 526. Meineke, Menandr: et Philemonis fragm., P. XXV+ 


444 HISTORY OF THE 


arrived at a sort of passionless rest and moderation ;* though it is 
possible that in actual life Menander placed his happmess less in the 
painless tranquillity which Epicurus sought, than in various kinds of 
moderate gratification. It is known how much he gave himself up to 
intercourse with the heter@, not merely with the accomplished Glycera, 
but also with the wanton Thais; and his effeminate costume, according 
to a well-known story,t offended even Demetrius of Phalerus, the regent 
of Athens under Cassander, who however led a sufficiently luxurious 
hfe himself. 

Such a philosophy of life as this, which places the swmmum bonum 
in a well-based love of self, could very well dispense with the gods, 
whom Epicurus transferred to the imtermundane regions, because, 
according to his natural philosophy, he could not absolutely annihilate 
them. Agreeing entirely with his friend on this point, Menander 
thought that the gods would have a life of trouble if they had to distri- 
bute good and evil for every day.t It was on this account that the 
philosopher attributed so-much tothe influence of chance in the creation 
of the world and the destinies of mankind. Menander also exalts Tuyn 
(Fortune) as the sovereign of the world ; § but this no longer implies the 
saviour daughter of almighty Zeus, but merely the causeless, incalcu- 
lable, accidental combinations of things in nature and in the life of man. 

It was, however, precisely at such a time as this, when all relations 
were dislocated or merged in licentiousness, that comedy possessed a 
power, which, though widely different from the angry flashes of the 
genius of Aristophanes, perhaps produced in its way more durable 
effects: this power was the power of ridicule, which taught people to 
dread as folly that which they no longer avoided as vice. This power 
was the more effective as it confined its operations te the sphere of 
the actual, and did not exhibit the follies which it represented under the 
same gigantic and superhuman forms as the old comedy. The old 
comedy, in its necessity for invention, created forms in which it could 
pourtray with most prominent features the characteristics of whole 
classes and species of men; the new comedy fook its forms, in all their 
individual peculiarities, from real hfe, and did not attempt to signify by 
them more than individuals of the particular class. || On this account 
more importance was attached by the writers of the new comedy to the 
invention of plots, and to their dramatic complication and solution, 


* The reader will find characteristic expressions of this }uxurious philosophy in 
Meineke, Menandri fragm., p. 166, 

+ Pheedrus, fab., v. 1. 

t Ina fragment which has recently come to light from the commentary of David 
on Aristotle’s Categories. See Meineke, Hist, Crit. Com. Grec., p- 454. 

\ Meineke, Menandri fragm., p. 168. 

| Hence the exclamation: & Mévdydoe xa) Bic. 
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which Menander made the leading object in his compositions: for, 
while the old comedy set its forms in motion in a very free and un- 
constrained manner, according as the developement of the fundamental 
thought required, the new comedy was subject to the laws of probability 
as established by the progress of ordinary life, and had to invent a 
story in which all the views of the persons and all the circumstances 
of their actions resulted from the characters, manners, and relations 
of the age. The stretch of attention on the part of the spectator 
which Aristophanes produced by the continued progression in the de- 
velopement of the comic ideas of his play was effeeted in the new comedy 
by the confusion and solution of outward difficulties in the circum- 
stances represented, and by the personal interest felt for the particular 
characters by the spectators,—an interest closely connected with the 
illusion of reality. 

In this the attentive reader of these observations will readily have 
perceived how comedy, thus conducted by Menander and Philemon, 
only completed what Euripides had begun on the tragic stage a hundred 
years before their time. Euripides, too, deprived his characters of that 
ideal grandeur which had been most conspicuous in the creations of 
“Eschylus, and gave them more of human weakness, and therefore of 
apparent individuality. Eumpides, too, abandoned the foundation of 
national principles in ethics and religion on which the old popular 
morality of the Greeks had been built up, and subjected all relations to 
a dialectical, and sometimes sophistical mode of reasoning, which very , 
soon led to the lax morality and common sense doctrmes which pre- 
vailed in the new comedy. Euripides and Menander consequently agree 
so well in their reasonings and sentences, that in their fragments it would 
be easy to confuse one with the other ; and thus tragedy and comedy, these 
two forms of the drama which started from such different beginnings, 
here meet as it were in one point.* ‘The form of the diction also contri- 
buted a great deal to this: for as Euripides lowered the poetic tone of 
tragedy to the ordinary language of polished society, in the same way 
comedy, and indeed even the middle,t but still more the new, re- 
linquished, on the one hand, the high poetic tone which Aristophanes 
had aimed at, especially in his choral songs, and, on the other hand, 
the spirit of caricature and burlesque which is essentially connected 
with the portraiture of his characiers: the tone of polished conversa- 
tiont predominates in all the pieces of the new comedy; and in this 
Menander gave a greater freedom and liveliness to the recitations of his 


* Philemon was so warm an admirer of Euripides, that he declared he would at 
once destroy himself, in order to see Euripides in the other world, provided he 
could convince himself that departed spirits preserved their life and understanding. 
See Meineke, Men. et Philem. Re/., p. 410. 

+ According to Anonymus de Comedia, p. xxviii. ; 

t This is particularly mentioned by Plutarch (dristoph. et Menandrt compar., c. 2.) 
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actors by the looser structure of his sentences and the weaker connexion 
of his periods ; whereas Philemon’s pieces, by their more connected and 
periodic style, were better suited for the closet than for the stage.* The 
Latin comedians, Plautus, for instance, gave a great deal more of bur- 
lesque than they found in their models, availing themselves perhaps of 
the Sicilian comedy of Epicharmus, as well as of the comedy of their 
own country. The elevated poetic tone must have been lost with the 
choruses, of which we have no sure traces even in the middle comedy ;+ 
the connexion of lyric and dramatic poetry was limited to the employ- 
ment by the actors of lyric measures of different kinds, and they ex- 
pressed their feelings at the moment by singing these lyrical pieces, and 
accompanying them with lively gesticulations: i this the model was 
rather the monodies of Euripides than the lyrical passages m Aris- 
tophanes. 

We have now brought down the history of the Attic drama from 
LEschylus to Menander, and in naming these two extreme points of 
the series through which dramatic poetry developed itself, we cannot 
refrain from reminding our readers what a treasure of thought and life 
is here unfolded to us; what remarkable changes were here effected, 
not only in the forms of poetry, but in the inmost recesses of the con- 
stitution of the Greek mind; and what a great and significant portion 
of the history of our race is here laid before us mm the most vivid 
delineations. 


CHAPTER XXX. 


§ 1. The Dithyramb becomes the chief form of Athenian lyric poetry. Lasus of 
Hermione. § 2. New style of the dithyramb introduced by Melanippides. Phi- 
foxenus. Cinesias. Phrynis. Timotheus. Polyeidus. § 38. Mode of producing 
the new dithyramb: its contents and character. § 4. Reflective lyric poetry. 
§ 5. Social and political elegies. The Lyde of Antimachus essentially different 

- from these. § 6. Epic poetry. Panyasis, Cherilus, Antimachus. 


§ 1. Tue Drama was so well adapted to reflect the thoughts and 
feelings of the people of Attica in the mirror of poctry, that other sorts 
of metrical composition fell completely into the back-ground, and for 


* According to a remark of the so named Demetrius Phaler. de Elocut., § 193. 

4 According to Platonius, the middle comedy had no parabases, because there 
was no chorus. The @olosicon was quite without choral songs. The new come- 
dians, in imitation of the older writers, wrote XOPO3 at the end of the acts ; pro- 
bably the pause was filled up by the performance of a flute-player. At any rate, 
such was the custom at Rome. Evanthius (de Comeed., p. ly. in Westerton’s 
Terence) seems to mean the same. 
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the public in general assumed the character rather of isolated and mo- 
mentary gratifications than that of a poetic expression of prevailing 
sentiments and principles. 

However, Lyric poetry was improved in a very remarkable manner, 
and struck out tones which seized with new power upon the spirit of the 
age. This was principally effected by the new Dithyramb, the cradle 
and home of which was Athens, before all the cities of Greece, even 
though some of the poets who adopted this form were not born there. 

As we have remarked above,* Lasus of Hermione, the rival of Si- 
monides, and the teacher of Pindar, in those early days exhibited his 
dithyrambs chiefly at Athens, and even in his poems the dithyrambic 
rhythm had gained the greater freedom by which it was from thence- 
forth characterized. Still the dithyrambs of Lasus were not generically 
different from those of Pindar, of which we still possess a beautiful 
fragment. This dithyramb was designed for the vernal Dionysia at 
Athens, and it really seems to breathe the perfumes and smile with the 
brightness of spring.t The rhythmical structure of the fragment is bold 
and rich, and a lively and almost violent motion prevails in it; { but this 
motion is subjected to the constraint of fixed laws, and all the separate 
parts are carefully incorporated in the artfully constructed whole. We 
also see from this fragment that the strophes of the dithyrambic ode 
were already made very long; from principles, however, which will be 
stated in the sequel, we must conclude that there were antistrophes 
corresponding to these strophes. 

§ 2. The dithyramb assumed a new character in the hands of Mr- 
LANIpPripEes of Melos. He was maternal grandson of the older Melan- 
iprides, who was born about Ol. 65. B.c. 520, and was contemporary 
with Pindar ;§ the younger and more celebrated Melanippides lived 
for a long period with Perdiccas, king of Macedon, who reigned from 
about Ol. 81, 2. B.c. 454, to Ol. 91, 2. B.c. 4145 consequently, before 
and during the greater part of the Peloponnesian war. The comic poet 
Pherecrates (who, like Aristophanes, was in favour of maintaining the 
old simple music as an essential part of the old-fashioned morality) 
considers the corruption of the ancient musical modes as having com- 
menced with him. Closely connected with this change is the increasing 
importance of instrumental music ; in consequence of which the flute- 
players, after the time of Melanippides, no longer received their hire 

* Chap. XIV. § 14. 4 See above, Chap. XIV. § 7. 

+ Th2 pxonie species of rhythms, to which the ancients especially assign “ the 
splendid,” (+4 weyzrorperis,) is the prevailing one in this fragment. 

§ That the younger Melanippides is the person with whom, according to the 
celebrated verses of Pherecrates, (Plutarch de Musica, 30. Meineke Fr. Com. Gr., 
vol. IL. p. 326,) the corruption of music begins, is clear, partly from the direct 
statement of Suidas, partly from his chronological relation to Cinesias and Phi- 


loxenus. The celebrated Melanippides was also the contemporary of Thucydides, 
(Marcellin. V. Thucyd. § 29,) and of Socrates, (Kenoph. Mem., I. 4, § 3.) 
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as mere secondary persous and assistants, from the poets themselves, but 
were paid immediately by the managers of the festival.* 

Melanippides was followed by Purtoxenus of Cythera, first his slave 
and afterwards his pupil, who is ridiculed by Aristophanes in his later 
plays, and especially in the Plutus.t He lived, at a later period, at the 
court of Dionysius the elder, and is said to have taken all sorts of liber- 
ties with the tyrant, who sometimes indulged in poetry as an amateur ; 
but he had to pay fer this distinction by confinement to the stone-quar- 
ries at Syracuse, when the tyrant was in a bad humour. He died Ol. 
100, 1. B.c. 380.{ His Dithyrambs enjoyed the greatest reputation 
all over Greece, and it is remarkable that while Aristophanes speaks of 
him as a bold innovator, Antiphanes, the poet of the middle comedy, 
praises his music as already the genuine style of music, and calls Phi- 
loxenus himself, ‘a god among men ;’’ whereas he calls the music and 
lyric poetry of Ais own time a flowery style of composition, wh:ch adorns 
itself with foreign melodies. § 

In the series of the corrupters of music, Pherecrates, in the passage 
already quoted, mentions, next to Melanippides, Cinestas, whom Aris- 
tophanes also ridicules about the middle of the Peloponnesian war, || on 
account of his pompous, and at the same time empty diction, and also 
for his rhythmical innovations. ‘ Our art,’’ he there says, “ has its 
origin in the clouds: for the splendid passages of the dithyrambs must 
be aereal, and obscure; azure-radiant, and wing-wafted.”? Plato] de- 
signedly brings forward Cinesias as a poet who obviously attached no 
importance to making his hearers better, but only sought to please the 
greater number: just as his father AZe/es, who sang to the harp, had 
wished only to please the common people, but, as Plato sarcastically adds, 
had done just the reverse, and had only shocked the ears of his audience. 

Next to Cinesias, Purynis is arraigned by the personification of Music, 
who comes forward as the accuser in the lines of Pherecrates, of being 
one of her worst tormentors, “who had quite annihilated her with his 
twisting and turnings, since he had twelve modes on five strings.” This 
Phrynis was a later offshoot of the Lesbian school ; he was a singer to 
the harp, who was born at Mitylene, and won his first victory at the 
musical contests which Pericles had introduced at the Panathenza ; ** 
he flourished before and during the Peloponnesian war. The alteration 
in the old nomes of Terpander, which originally formed the con- 
ventional basis of harp-music, is attributed to him. ++ 


* Plutarch, de Mus. § 30. + Aristoph. P/ut. 290; and see Scho. 
{ Fifty-five years old. Marm. Par. ep. 69. § Athen. XIV. p. 643, D. 
|| Birds, 1872. Comp. Clouds, 332. Peace, 832. { Gorgias, p. 501, D. 


% Ror} Kad aAlov derxovros. Schi/. Clouds, 976. But no Callias answers to the time 
when Pericles was agonothetes, and built the Odeium, (about Ol. 84. Plutarch 
Pericl. 13,) and it is probable that we should substitute the archon Callinatchus 
(OL, 83, 3.) for Callias. tf Plutarch, de Mus. 6. 
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Trmotuevs of Miletus* formed himself after the model of Phrynis ; 
at a later period he gained the victory over his master in the musical 
contests, and raised himself to the highest rank among dithyrambi¢ poets. 
He is the last of the musical artists censured by Pherecrates, and died in 
extreme old age in Ol. 105, 4. B.c. 357.¢ Although the Ephors at 
Sparta are said to have taken from his harp four of its eleven strings, 
Greece in general received his innovations in music with the most cordial 
approbation; he was one of the most popular musicians of his time. 
The branches of poetry, which he worked out in the spirit of his own 
age, were in general the same which Terpander cultivated 400 years 
before, namely, Nomes,{ Proems, and Hymns. There were still some 
antique forms which he too was obliged to observe; for instance, the 
hexameter verse was not quite given up by Timotheus in his nomes; 
but he recited them in the same manner as the Dithyramb, and mixed 
up this metre with others.§ The branch of poetry which he chiefly 
-cultivated, and which gave its colour to all the others, was undoubtedly 
the Dithyramb. 

Timotheus, too, was worsted, if not before the tribunal of impartial 
judges, at least in the favour of the public, by Potyeipus, whose scholar 
Philotas also won the prize from Timotheus in a musical contest. || 
Polyeidus was also regarded as one of those whose artificial innovations 
were injurious to music, but he also gained a great reputation among the 
Greeks. There was nothing which so much delighted the crowded 
audiences which flocked to the theatres throughout Greece as the Dithy- 
rambs of Timotheus and Polyeidus. | 

Besides these poets and musicians there was still a long series of others, 
among whom we may name Jon of Chios, who was also a favourite 
dithyrambic poet ;** Dracoras of Melos, the notorious sceptic ;++ the 
highly-gifted Licymntus of Chios, (whose age is not accurately known ;) 
Crexus, also accused of innovations; and TeLesres of Selinus, a poetic 


* See, besides the better known passages, Aristot. Metaphys. A. Zaurroy, c. 1. 

+ Marm. Par. 76. Suidas perhaps places his death most correctly at the age 
of 97. 

{ Steph. Byz. v. Mianrss, attributes to him 18 books of voeo4 xibagudixol, in 8,000 
verses ; where the expression ?7z is not to be taken strictly to signify the hex- 
ameter, although this metre was mixed up in them. 

§ Plut. de Mus. 4. Timotheus’s Nome, “ the Persians,” began; KAssay tAeudsoius 
Telywy wiyay ‘Bards xoruov, Pausan. VIII. 50, § 3. 

|| Atheneus, VIII. p. 352, B. Comp. Plutarch, de Mus. 21. It is clear that he 
is not the same as the tragedian and sophist Polyeidus, n:entioned in Aristotle’s 
Poetic. Aristotle would hardly haye given the name 6 copiers to a dithyrambic 
poet whose pursuit was chiefly the study of music. 

@ In a Cretan decree, (Corp. Inscr. Gr. N. 305,) one Menecles of Teos is 
praised for-having often played on the harp at Cnossus after the style of Timotheus, 
Polyeidus, and the old Cretan poets (chap. XII. § 9). 

** Comp. Chap. VI. § 2. ; oe 

++ The most important fragments of his lyric poems are given by the Upicurean, 
Phzdrus, in the papyri brought from Herculaneum (Hercu/anensia, ed. Drummond 


et Walpole, p. 164). = 
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opponent of Melanippides,* who gained a victory at Athens in OL. 94, 3. 
B.c. 401. 

§ 3. It is far more important, however, to obtain a clear conception 
of the more recent Dithyramb im all its peculiarities. This we shall be 
better able to do by first establishmg some of the main points of the 
question. 

With regard to the mode of exhibition, the Dithyrambs at Athens, 
during the Peloponnesian war, were still represented by choruses 
furnished by the ten tribes for the Dionysian festivals; consequently, 
the dithyrambic poets were also called Cyclic chorus-teachers: + but the 
more liberty they gave to the metre, the more various their rhythmical 
alterations, so much the more difficult was the exhibition by means of a 
complete chorus; and so much the more common it became to get the 
Dithyramb performed by private amateurs.} The Dithyramb also en- 
tirely gave up the antistrophic repetition of the same metres, and moved 
on in rhythms which depended entirely on the humour and caprice of: 
the poet ;§ it was particularly characterized by certain runs by way of 
prelude, which were called 4ya/oXaé, and which are much censured by 
strict judges, || but doubtless were listened to with avidity by the public 
in general. In this the poet had nothmg to hinder him from passing 
from one musical note to another, or from combining various rhythms in the 
same poem ; so that at last all the constraints of metre seemed to vanish, 
and poetry in its very highest flight seemed to meet the opposite extreme 
of prose, as the old critics remark. 

At the same time the Dithyramb assumed a descriptive, or, as Aristotle 
says, a mimelic character.4| The natural phenomena which it described 
were imitated by means of tunes and rhythms, and the pantomimic ges- 
ticulations of the actors, (as in the antiquated Hyporcheme) ; and this was 
very much aided by a powerful instrumental accompaniment, which 
sought to represent with its loud full tones the raging elements, the voices 
of wild beasts, and other sounds.** 

With regard to the contents or subject of this dithyrambic poetry, in 
this it was based upon the compositions of Xenocritus, Simonides, and 
other old poets, who had taken subjects for the Dithyramb from the 


* Athen. XIV. p. 616, E, relates, in very pretty verses, a contest between the 
two poets, on the question whether Minerya had rejected the flute-accompaniment. 

+ Arvistoph. Birds, 1403. 

{ Aristotle speaks of this alteration, Problem. 19, 15. Comp. Rhetor. III. 9. 

§ arorsauuiva. 

|| * waxed avaBoan ry rovjoavrs xaxiorn? an hexameter with a peculiar synizesis. 

‘| This is called wsraGoa%. The fragments of the dithyrambic poets consequently 
contain also many pieces in simple Doric rhythms. 

* Plato (Resp. p. 398) alludes to this imitation of storms, roaring torrents, lowing 
herds, &e., in the Dithyrambs, A parasite wittily observed of one of these storm- 
dithyrambs of Timotheus, that ‘he had seen greater storms, than those which 
Timotheus made, in many a kettle of boiling water.” Athen. VIII. p- 388, A, 
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ancient herove mythology.* The Dithyrambs of Melanippides amnounce 
this even by their titles, such as Marsyas, (in which, by a modification 
of the legend, Athena invents the flute, and on her throwing it away it 
is taken up by Marsyas,) Persephone, and the Danaides. The Cyclops 
of Philoxenus was in great repute; in this the poet, who was well known 
in Sicily, introduced the beautiful Sicilian story of the love of the Cyclops 
Polyphemus for the sea-nymph Galatea, who on account of the beautiful 
Acis rejects his suit, till at last he takes deadly vengeance on his success- 
ful rival. From the verses in Aristophanes in which Philoxenus is paro- 
died,+ we may pretty well see in what spirit this subject was treated. 
The Cyclops was represented as a harmless monster, a good-natured 
Caliban, who roams about the mountains followed by his bleating sheep 
and goats as if they were his children, and collects wild herbs in his 
wallet, and then half-drunk lays himself down to sleep in the midst of 
his flocks. In his love he becomes even poetical, and comforts himself 
for his rejection with songs which he thinks quite beautiful: even his 
lambs sympathize with his sorrows and bleat longingly for the fair Ga- 
latea.{ In this whole poem (the subject of which Theocritus took up at 
a later period and with better taste formed it into an Idyll §) the ancients 
discerned covert allusions to the connexion of the poet with Dionysius, 
the poetizing tyrant of Sicily, who is said to have deprived Philoxenus ot 
the object of his love. If we add to this the statement that Timotheus’ 
Dithyramb, “ the travails of Semele,” || passed with the ancients for an 
indecent and unimaginative representation of such ascene,{ we shall have 
the means of forming a satisfactory judgment of the general nature of this 
new Dithyramb. There was no unity of thought; no one tone pervading 
the whole poem, so as to preserve in the minds of the hearers a consistent 
train of feelings; no subordination of the story to certain ethical ideas ; 
no artificially constructed system of verses regulated by fixed laws; but 
a loose and wanton play of lyrical sentiments, which were set in motion 
by the accidental impulses of some mythical story, and took now one 
direction, now another; preferring, however, to seize on such points as 
gave room for an immediate imitation in tones, and admitting a mode of 
description which luxuriated in sensual charms. Many monodies in the 
later tragedies of Euripides, such as Aristophanes ridicules in the “ Frogs,” 
have this sensual colouring, and in this want of a firm basis to rest upon 


* Chap. XIV. § 11. comp. XXI. § 4. 

+ Plutus, 290. The songs of the sheep and goats, which the chorus was there to 
bleat forth to please Carion, refer to the imitations of these animals in the Dithyramb, 

+ Hermesianax Fragm. v. 74. ; 

¢ Theocrit. /d. xi-, where the reader should consult the scholia. 

\| Demweans PLOn ; ; . 

{| Of this the witty Stratonicus said, ‘‘ could she have cried out more piteously, 
if she had been bringing forth not a God, but a common mechanic?” Athen. VII. 
p. 352. A. Ina similar spirit Polyeidus made Atlas a shepherd in Libya. Tuzetz, 
oun Lycophr. 879. 
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have quite the character of the contemporary Dithyramb, of which they 
perhaps furnish a most vivid picture. 

§ 4. From these productions of Euripides which intrude on the domain 
of lyric poetry, we may also observe that, in addition to this pictorial 
delineation of sensible impressions, a species of reflexion which set about 
analyzing and dissecting every thing, and a sort of transcendental reason- 
ing had established themselves also in the lyric poetry of the time. The 
Dithyramb furnished less room for this than the other more tranquil forms 
of poetry. We call attention especially to the abstract subjects introduced 
into the encomiastic poetry, which was exhibited under the form of 
Peans, such as Health, and others of the same kind, which were in 
fashion at the time. We have several verses of a similar poem by 
Lrcymnivs,* most of which are contained in a short pzean on health, by 
ArrpHron, which has been preserved, and in which we are told with 
perfect truth, but at the same time in the most insipid manner, that neither 
wealth, nor power, nor any other human bliss, can be properly enjoyed 
without health.t The Peean or scolium on “ Virtue” by the great 
ARISTOTLE is no doubt lyric in form, but quite as abstract as these in its 
composition. Virtue, at the beginning of the ode, is ostentatiously repre- 
sented with all the warmth of mspiration as a young beauty, to die for 
whom is considered in Hellas as an enviable lot: and the series of mighty 
heroes who had suffered and died for her is closed by a transition, which, 
though abrupt, no doubt proceeded from the deepest feelings of Aristotle, 
to the praise of his noble-minded friend Hermeias, the ruler of 
Atarneus. 

§ 5. The Elegy still continued a favourite poetical amusement while 
Attic literature flourished ; it remained true to its original destination, to 
enliven the banquet and to shed the gentle light of a higher poetic feeling 
over the convivialities of the feast. Consequently, the fragments of elegies 
of this time by Ion of Chios, Dionysius of Athens, Evenus the sophist 
of Paros, and Critias of Athens, all speak much of wine, of the proper 
mode of drinking, of dancing and singing at banquets, of the cottabus- 
game, which young people were then so fond of, and of other things of 
the same kind, and they took as their subject the joys of the banquet and 
the right measure to be observed at it. This elegiac poetry proceeds on 
the principle that we should enjoy ourselves in society, combining the 
pleasures of the senses with intellectual gratifications, and not forgetting 
our higher calling in the midst of such enjoyments. ‘ To drink and 
sport and be right-minded”’—is the expression of Ion.{ As however 
the thoughts easily passed from the festal board to the general social 


* Sextus Empiricus adv. Mathematicos, p. 447 ¢. 

+ Athen. XV. p. 702, A. Boeckh. Corp. Inseript. 1. p. 477, segg. Schneidewin 
Delectus poes. Gr. eleg. iamb. melice, p. 450. 

{ wivew nad aie nol re Since Pooviir. 
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and political interests of the time, the clegy had political features also, 
and statesmen often expressed in this form their opinions on the course 
to be adopted for Greece in general and for the different republics in par- 
ticular. This must have been the case with the elegies of Dronystus, 
who was a considerable statesman of the time of Pericles, and led the 
Athenians who settled at Thurii, in the great Hellenic migration to that 
place. The Athenians by way of joke called him “the man of copper,” 
because he had proposed the introduction of a copper coinage in addition 
to the silver money which had been exclusively used before that time. 
It is to be wished that we had the continuation of that elegy of Dionysius 
which ran thus: “Come here, and listen to good intelligence: adjust your 
cup-battles, give all your attention to me, and listen.’* The poltical 
tendency appeared still more clearly in the elegies of Cririas, the son of 
Callzschrus, in which he said bluntly that he had recommended in the 
public assembly that Alcibiades should be recalled and had drawn up 
the decree.t The predilection for Lacedeemon, which Critias had im- 
bibed as one of the Eupatridz and as a friend of Socrates, declares itself 
in his commendations of the old customs, which the Spartans kept up 
at their banquets: { nevertheless we have no right to suppose in this 
an early manifestation of the ill-affected and treasonable opinions with 
regard to the democracy of Athens, which only gradually and through 
the force of circumstances developed themselves in the character of 
Critias with the fearful consequences which often convert a single false 
step of the politician into a disastrous and criminal progress for the rest 
of his life. 

From this elegiac poetry, which was cultivated in the circle of Attic 
training, we must carefully distinguish the elegies of Antrmacuus of 
Colophon, which we may term a revival of the love-sorrows of Mimner- 
mus. Antimachus, who flourished after Ol. 94, B.c. 404, was in general 
a reviver of ancient poetry, one who, keeping aloof from the stream of the 
new-fashioned literature, applied himself exclusively to his own studies, 
and on that very account found little sympathy among the people of his 
own time, as indeed appears from the well-known story that, when he 
was reciting his Thebavs, all his audience left the room w.th the single 
exception of Plato. His elegiac poem was called Lyde, and was dedi- 
cated to the remembrance of a Lydian maiden whom Antimachus had 
loved and early lost.§ The whole work, therefore, was a lamentation for 
her loss, which doubtless gained life and warmth from the longing and 
ever-recurring recollections of the poet. It is true that Antimachus, as 
we are told, availed himself largely of mythical materials in the execution 
of his poem, but if he had only adorned the general thought, that his 
love had caused him sorrow, with examples of the similar destiny of 


* Athen. XV. p. 669, B. + Plutarch, Alcib. 33. 
+ Athen. X. p. 432, D. § According to the passage in Herimesianax, 
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others, his poem could not possibly have gained the reputation which it 
enjoyed in ancient times. 

§ 6. Here we must resume the thread of our history of Hpic poetry, 
which we dropped with Pisander, (chapter IX.) Epic poetry, however, 
did not slumber in the mean time, but found an utterance in Panyasis 
of Halicarnassus, the uncle of Herodotus, (fl. Ol. 78, B.c. 468,*) m 
Cuaritus of Samos, a contemporary of Lysander, (about Ol. 94, 3.c. 
404,) and in Antimacaus of Colophon, just mentioned, whose younger 
days coincide with the old age of Cheerilus: + these poets, however, were 
received by the public with an indifference fully equal to the general 
attention and admiration which the Homeric poems had excited. The 
Alexandrian school was the first to bring them into notice, and the critics 
of this school placed Panyasis and Antimachus, together with Pisander, 
in the first rank of epic poets. On this account also we have proportion- 
ally few fragments of these poets; most of the citations from them are made 
only for the sake of learned illustrations ; but little has come down to us, 
which could give us a conception of their general style and art. 

Panyasis comprised im his “ Hercules”? a great mass of mythical 
legends, and was chiefly occupied with painting in romantic colours the 
adventures of this hero in the most distant regions of the world. The 
description of the mighty feats of this hero, of his athletic strength and 
ivincible courage, were no doubt relieved or softened down by pictures 
of a very different kind; such as those, in which Panyasis gave life to a 
feast where Hercules was present by recounting the pleasant speeches 
of the valiant banqueters, or paimted in warm colours the thraldom of 
Hercules to Omphale which brought him to Lydia. 

In a great epic poem called Jonica, Panyasis took for his subject the 
early history of the Ionians in Asia Minor, and their wanderings and 
settlements under the guidance of Neleus and others of the descendants 
of Codrus. 

Cuariuus of Samos formed the grand plan of exalting im epic poetry 
the greatest or at least the most joyful event of Greek history, the 
expedition of Xerxes, king of Persia, against Greece. We could not 
blame this choice, even though we considered the historical epos, pro- 

perly so called, an unnatural production. But the Persian war was in its 
leading features an event of such simplicity and grandeur,—the despot 
of the East leading against the free republics of Greece, countless hosts 
of people who had no will of their own,—and besides this, the sub- 


* This date is given by Suidas; somewhat later, (about Ol. 82,) Panyasis was 
put todeath by Lygdamis, the tyrant of Halicarnassus, whom Herodotus afterwards 
expelled. 

+ When Lysander was in Samos as the conqueror of Athens, Cherilus was then 
with him, and in the musical contests which Lysander established there, Anti- 
machus, son of Niceratus, from Heraclea, then a young man, was one of the 
defeated poets. Plutarch, Lysander, 18, i 
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ordinate details had been cast into such darkness and obscurity by the 
infinite multiplication of stories among the Greeks, that it gave room for 
an absolutely poetic treatment. If Aristotle is right in asserting that 
poetry is more philosophical than history, because it contains more 
general truth, it must be admitted that events like the Persian war place 
themselves on the same footing with poetry, or with a history naturally 
poetical. Whether Cheerilus, however, conceived this subject in all its 
grandeur, and considered it with equal liveliness and vigour in its higher 
and lower relations, cannot now be determined, as the few fragments 
refer to particulars only, and generally to subordinate details.* It is a 
bad symptom that Cheerilus should complain, in the first verses of his 
poem, that the subjects of epic poetry were already exhausted: + this 
could not have been his motive if he had undertaken to paint the greatest: 
deed of the Greeks. But, in general, a striving after novelty seems to 
have produced marked effects upon his works, both in general and in 
the details. Aristotle finds fault with his comparisons as far-fetched 
and obscure ;{ and even the fragments have been sometimes justly 
censured for their forced and artificial tone. § 

The Thebais of AntTrmacnus was formed on a wide and comprehen- 
sive plan; there was mythological lore in the execution of the details, 
and careful study in the choice of expressions ; but the whole poem was 
deficient, according to the judgment of the ancient critics, in that natural 
connexion which arrests and detains the attention, and in that charm of 
poetic feeling which no laborious industry or elaborate refinement can 
produce. || Hadrian, therefore, remained true to his predilection for 
everything showy, affected, and unnatural, when he placed Antimachwus 
before Homer, and attempted an epic imitatioc of the style of the 
former. 4 


* It is clear that the Athenians did not pay Cheerilus a golden stater for every 
yerse, as has been inferred from Suidas: it is obvious that t.is is a confusion with 
the later Cherilus, whom Alexander rewarded in so princely a manner. Horat. 
Ep. I. 1, 233. 

1A pang boris Env neivov geghvoy 1de1s cola 
Movcdwy begarwy, ar aHheuras dy trl Aeay. 
viv Y ore maven Bburrus, travel OE aloure TEV Ely 
torares aire dotyav nerurumoysd* obo: ry torw 
LUVIN TUATULyovTL yeaCuyes Cope TEA does. 
These yerses are preseryed in the Scholiast to Aristot. Rhet. III. 14, § 4, in Gais- 
ford’s Animadyersiones (Oxon. 1820). Compare: Nacke’s Cheerilus, p. 104. 

t Aristot. Topic. VIII. 1. 

§ A. F. Naeke, Cherili Samii que supersunt. Lips. 1817. 

\| Antimachi Colophon reliquia, ed. Schellenberg, p. 38, seq. 

| Spartianus in the life of Hadrian, c. 15. The title of Hadrian’s work is now 
known to have been Catachane ; the poem probzbly had some resemblance te the 
Catonis Dire of Valerius. 
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CHAPTER XXXI. 


§ 1. Importance of prose at this period. § 2. Oratory at Athens rendered neces- 
sary by the democratical form of goyernment. § 3. Themistocles; Pericles: 
power of their oratory. § 4. Characteristics of their oratory in relation to their 
opinions and modes of thought. § 5. Form and style of their speeches. 


§ 1. We have seen both tragedy and comedy in their latter days gradu- 
ally sinking into prose ; and this has shown us that prose was the most 
powerful instrument in the literature of the time, and has made us 
the more curious to investigate its tendency, its progress, and its de- 
velopement. 

The cultivation of prose belongs almost entirely to the period which 
intervened between the Persian war and the time of Alexander the Great. 
Before this time every attempt at prose composition was either so little 
removed from the colloquial style of the day, as to forfeit all claim 
to be considered as a written language, properly so called: or else owed 
all its charms and splendour to an imitation of the diction and the forms 
of words found in poetry, which attained to completeness and maturity 
many hundred years before the rise of a prose literature. 

In considering the history of Attic prose, we propose to give a view of the 
general character of the works of the prose writers, and their relation to 
the circumstances of the Athenian people, to their intellectual energy and 
elasticity, and to the mixture of reason and passion which was so con- 
spicuous among them. But it is obvious that it will not be possible to 
do this without carefully examining the contents, the subjects, and the 
practical and theoretical objects of these works. 

We may distinguish three epochs in the general history of Attic prose, 
from Pericles to Alexander the Great: the first that of Pericles himself, 
Antiphon, and Thucydides ; the second, that of Lysias, Isocrates, and 
Plato ; the third, that of Demosthenes, A®schines, and Demades. The 
sequel will show why we have selected these names, 

Two widely different causes co-operated in introducing the first epoch : 
—Athenian politics and Sicilian sophistry. We must first take a view 
of these two causes. 

§ 2. Since the time of Solon, the most distinguished statesmen of 
Athens had formed some general views with regard to the destination 
of their native city, based upon a profound consideration of the external 
relations and internal resources of Attica, and the peculiar capabilities 
of the inhabitants. An extension of the democracy, industry, and trade, 
and, above all, the sovereignty of the sea, were the primary objects 
which those statesmen proposed to themselves. Some peculiar views 


LITERATURE OF ANCIENT GREECE. 457 


were transmitted through a series of statesmen,* from Solon to Themis- 
tocles and Pericles, and were from time to time further developed and 
extended ; and though an opposite party in politics (that of Aristides and 
Cimon) endeavoured to set bounds to this developement, the point fer 
which they contended did not affect any one of the leading principles 
which guided the other party; they only wished to moderate the sudden- 
ness and violence of the movement. 

This deep reflection on and clear perception of what was needful for 
Athens,t imparted to the speeches of men like Themistocles and Pericles 
a power and solidity which made a far deeper impression on the people 
of Athens than any particular proposal or counsel could have done. 
Public speaking had been common in Greece from the earliest times ; 
long before popular assemblies had gained the sovereign power by the 
establishment of democracy, the ancient kings had been in the habit 
of addressing their people, sometimes with that natural eloquence which 
Homer ascribes to Ulysses, at other times, like Menelaus, with concise 
but persuasive diction: Hesiod assigns to kings a muse of their own,— 
Calliope—by whose aid they were enabled to speak convincingly and 
persuasively in the popular assembly and from the seat of judgment. 
With the further developement of republican constitutions after the age 
of Homer and Hesiod, public officers and demagogues without number 
had spoken in the public meetings, or in the deliberative councils and 
legislative committees of the numerous independent states, and no doubt 
they often spoke eloquently and wisely; but these speeches did not sur- 
vive the particular occasion which called them forth: they were wasted 
on the air without leaving behind them a more lasting effect than would 
have been produced by a discourse of common life; and in this whole 
period it seems never to have been imagined that oratory could produce 
effects more lasting than the particular occurrence which gave occasion 
for a display of it, or that it was capable of exerting a ruling influence 
over all the actions and inclinations of a people. Even the lively and 
ingenious Ionians were distinguished at the flourishing epoch of their 
literature, for an amusing style, adapted to such narratives as might be 
communicated in private society, rather than for the more powerful 
eloquence of the public assembly: at least Herodotus, whose history may 
be considered as belonging to Ionian literature, though he is fond of 
introducing dialogues and short speeches, never incorporates with his 
history the popular harangues which are so remarkable in Thucy- 

* See Plutarch, Themist. 2. Themistocles studied as a young man under Mne- 
siphilus, who makes such a distinguished appearance in Herod, VIII. 57, and 
who had deyoted himself to the so called cs@iz, which, according to Plutarch, 
consisted in political capacity and practical understanding, and which had descended 
from Solon. 

+ Tod devees, an expression which was very common at Athens in the time of 


Pericles, and denoted whatever was expedient under the existing circumstances 
vi the state. 


458 UISTORY OF FILE 


dides. It is unanimously agrecd among the ancients that Athens was 
the native soil of oratory,* and as the works of Athenian orators alone 
have come down to us, so also we may safely conclude that the ruder 
oratory, not designed for literary preservation, but from which oratory, 
as a branch of literature, arose, was cultivated in a much higher degree 
among the Athenians than in all the rest of Greece. 

§ 3. Taemistocxes, who with equal courage and genius had laid the 
foundations of the greatness of Athens at the most dangerous and difficult 
crisis of her history, was not distinguished for eloquence, so much as 
for the wisdom of his plans, and the energy with which he carried them 
out ; nevertheless, it is universally agreed that he was in the highest 
degree capable of unfolding his views, and of recommending them by 
argument.t The oratory of Pericles occupies a much more prominent 
position. The power and dominion of Athens, though continually assailed 
by new enemies, seemed at last to have acquired some stability: it was 
time to survey the advantages which had been gained, and to become 
acquainted with the principles which had led to their acquisition and 
might contribute to their increase: the question too arose, what use should 
be made of this dominion over the Greeks of the islands and the ‘coasts, 
which it had cost so much trouble to obtain, and of the revenues which 
flawed into Athens in such abundant streams. It is manifest, from the 
whole political career of Pericles, that on the one hand he presupposed 
in his people a power of governing themselves, and on the other hand 
that he wished to prevent the state from becoming a mere stake ta 
be played for by ambitious demagogues : for he favoured every institu- 
tion which gave the poorer citizens a share in the government; he 
encouraged everything which might contribute to extend education and 
knowledge ; and by his astonishing expenditure on works of architec- 
ture and sculpture, he gave the people a decided fondness for the grand 
and beautiful. And thus the appearance of Pericles on the bema (which 
he purposely reserved for great occasions}) was not intended merely 
to aid the passing of some law, but was at the same time calculated 
to infuse a noble spirit into the general politics of Athens, to guide 
the views of the Athenians in regard to their external relations and all 
the difficulties of their position; and it was the wish of this true friend 
of the people that all this might long survive himself. This is obviously 
the opinion of Thucydides, whom we may consider as in many respects a 
worthy disciple of the school of Pericles; and this is the representation 
which he has given us of the oratory of that statesman in the three 
speeches (all of them delivered on important occasions) which he has 


© Studium eloquentie proprium Athenarum, Cicero, Brutus, XIII. 
+ Not to mention other authorities, Lysias (Epitaph. XLII.) says that he was 
"lxaveoraros clorsiv xa) raver wee) Hea ol. 


t Plutarch, Pericles VII 
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put into his mouth. This wonderful triad of speeches forms a beau- 
tiful whole, which is perfect and complete in itself. The first speech * 
proves the necessity of a war with the Peloponnesians, and the proba- 
bility that it will be successful: the second,t delivered immediately. after 
the first successes obtamed im the war, under the form of a funeral ora- 
tion, confirms the Athenians in their mode of living and acting ; it is 
half an apology for, half a panegyric upon Athens: it is full of a sense of 
truth and of noble self-reliance, tempered with moderation ; the third,t 
delivered after the calamities which had befallen Athens, rather through the 
plague than through the war, and which had nevertheless made the people 
vacillate in their resolutions, offers the consolation most worthy of a noble 
heart, namely, that up to that time fortune, on which no man can count, 
had deceived them, but they had not been misled by their own calcula- 
tions and convictions; and that these would never deceive them if they 
did not allow themselves to be led astray by some unforeseen accidents.§ 

§ 4. No speech of Pericles has been preserved in writing. It may 
seem surprising that no attempt was made to write down and preserve, 
for the benefit of the present and future generations, works which every 
one considered admirable, and which were regarded as, in some re- 
spects, the most perfect specimens of oratory.|| The only explanation 
of this that can be offered is, that in those days a speech was not con- 
sidered as possessing any value or interest, save in reference to the par- 
ticular practical object for which it was designed: it had never occurred 
to people that speeches and poems might be placed in one class, and 
both preserved, without reference to their subjects, on account of the skill 
with which the subjects were treated, and the general beauties of the 
form and composition. Only a few emphatic and nervous expressions of 
Pericles were kept in remembrance; but a general impression of the 
grandeur and copiousness of his oratory long prevailed among the Greeks. 
We are enabled, partly by this long prevalent impression, which is men- 
tioned even by later writers, and partly by the connexion between Pericles 
and the other old Attic orators, as also with Thucydides, to form a clear 
conception of his style of speaking, without drawmg much upon our 
imaginatiou. 

* Thucyd. I., 140—144. — ¢ Thucyd. II. 35—46. { Thueyd. IT. 60—64, 

§ A speech of Pericles, in which he took a general survey of the military power 
and resources of Athens, is given by Thucydides (II. 18,) indirectly and in outline, 
because this was not an opportunity for unfolding a train of leading ideas. 

|| Plato, though not very partial to Pericles, nevertheless considers him as 
rsrcarares tis thy pnrogingy, and refers for the cause to his acquaintance with the 
speculations of Anaxagoras, Phedr. 270. Cicero, in his Brutus XII., calls him 


“ oratorem prope perfectum,” only to leaye something to be said for the other 
orators. 

4] [All the speeches which have been preserved to us from antiquity have been 
preserved by the orators themselves. Pericles appears to have made no record of 
his speeches; and probably he would have considered it degrading, in his eminent 
position, to place himself on the footing of a Asyayedpos.——Haditor. | 
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The primary characteristic of the oratory of Pericles, and those who 
most resembled him is, that their speeches are full of thoughts concisely 
expressed. Unaccustomed to continued abstraction, and unwilling to 
indulge in trivial reasonings, their powers of reflection seized on all the 
circumstances of the world around them with fresh and unimpaired 


vigour, and, assisted by abundant experience and acute observations, 
brought the light of their clear general conceptions to bear upon every 
subject which they took up. Cicero characterizes Pericles, Alcibiades, and 
Thucydides, (for he rightly reckons the two latter among the orators,) by the 
epithets “ subtle, acute, and concise,”* and distinguishes between them 
and the somewhat younger generation of Critias, Theramenes, and Lysias, 
who had also, he says, retained some of the sap and life-blood of Pericles,+ 
but had spun the thread of their discourse rather more liberally} 

With regard to the opinions of Pericles, we know that they were 
remarkable for the comprehensive views of public affairs on which they 
were based. The majesty for which Pericles was so distinguished, and 
which gained for him the appellation of ‘‘ the Olympian,” consisted 
mostly in the skill and ability with which he referred all common occur- 
rences to the general principles and bold ideas, which he had derived from 
his noble and exalted view of the destiny of Athens. Accordingly, Plato 
says of Pericles, that in addition to his natural abilities, he had acquired 
an elevation of mind and a habit of striving after definite objects.§ It 
was on this account, too, that his opinions took such a firm hold of his 
hearers ; according to the metaphor of Eupolis—they remained fixed in 
the mind, like the sting of the bee. 

§ 5. It was because the thoughts of Pericles were so striking, so 
entirely to the purpose, and at the same time so grand, and we may 
add it was on this account alone, that his speeches produced so deep 
and lasting an impression. The sole object of the oratory of Pericles 
was to produce conviction, to give a permanent bias to the mind of the 
people. It was alien from his intentions to excite any sudden and tran- 
sient burst of passion by working on the emotions of the heart. The 
whole history of Attic oratory teaches us that there could not be in the 

* He says subéiles, acuti, breves, sententiis magis quam verbis abundantes, by which he 
means, ‘* skilful in the choice of words, and in the distinct expression of eyery 
thought” (sabéiles), ‘ refined in their ideas”? (aewti), “ concise” (breves), ‘ and 
with more thoughts than words.” 

+ Retinebant ilhim Periclis succum. 

t De Orator. II, 22, In the Brutus, c. VII., he gives a rather different classifi- 
eation of the old orators. In the latter work he classes Alcibiades along with 
Critias and 'Theramenes, and says the style of their oratory may be gathered from 
Thucydides; he calls them grandes verbis, crebri sententiis, compressione rerum breves, 
et ob eam causam subobscuri. Critias is described by Philostratus, Sophist. I. 16, and 
still better by Hermogenes, weg) ideay, (in Walz, Rhet. Greci. L. HI., p. 388): and 
we may infer that he stood, in regard to style, between Antiphon and Lysias. 

§ Piato, Pheedrus, Pp: 270 : 70 inpnrdvovy ravT0 xa} when TEALTIOY yy... 8 [gix Aus 
meos Td supuns sivas txrncaro. The rsazciovgyoy denotes, according to the context, 
the striving after a great fixed object. 
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speeches of Pericles the slightest employment of those means by which 
the orators of a later age used to set in motion the violent and unruly 
impulses of the multitude. To judge from. the descriptions which have 
been given of the manner of Pericles when he ascended the bema, it 
was tranquil, with hardly any change of feature, with calm and dignified 
gestures ; his garments were undisturbed by oratorical gesticulations of 
any kind, and the tone and loudness of his voice were equable and sus- 
tained.* We may conceive that the frame of mind which this delivery 
expressed, and which it excited in the hearers, was in harmony and unison 
with it. Pericles had no wish to gratify the people otherwise than by 
ministering to their improvement and benefit. He never condescended 
to flatter them. Great as was his idea of the resources and high des- 
tinies of Athens, he never feared in particular cases to tell them even 
the harshest truths. When Pericles declaimed against the people, this 
was thought, according to Cicero, a proof of his affection towards them, 
and produced a pleasing impression ;+ even when his own safety was 
threatened, he was content to wait till they had an opportunity of 
becoming convinced of his innocence, and he never sought to produce this 
conviction otherwise than by a clear and energetic representation of the 
truth, studiously avoiding any appeal to transient emotions and feelings. 
He was just as little anxious to amuse or entertain the populace. Pericles 
never indulged in a smile while speaking from the bema.{ His dignity 
never stooped to merriment.§ All his public appearances were marked 
by a sustained earnestness of manner. 

Some traditional particulars and the character of the time enable us 
also to form an opinion of the diction of the speeches of Pericles. He 
employed the language of common life, the vernacular idiom of Attica, 
even more than Thucydides :|| but his accurate discrimination of mean- 
ings gave his words a subtilty and pregnancy which was a main 
ingredient in the nervous energy of his style. Although there was 
more of reasoning than of imagination in his speeches, he had no diffi- 
culty in giving a vivid and impressive colouring to his language by the 
use of striking metaphors and comparisons, and as the prose of the day 
was altogether unformed, by so doing, he could not help expressing him- 
self poetically. A good many of these figurative expressions and apo- 
phthegms in the speeches of Pericles haye been preserved, and especially 
by Aristotle : as when he said of the Samians, that ‘they were like little 
children who cried when they took their food ;” or when at the funeral 
of a number of young persons who had fallen in battle, he used the 
beautiful figure, that ‘‘ the year had lost its spring.” 

* Plutarch, Pericl. V. 

+ Cicero, de Orat. III. 34. 

t Plutarch, Pericl. 5: xgocimev cboruois ubouares tis yidura 

§ Summa auctoritas sine omni hilaritate, Cic. de Offic. 1. 30. 


|| This appears from the fact mentioned near the end of Chap. XXVII. 
{ Aristotle, Rhetor. 1.7; III. 4, 10. 
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CHAPTER XXXII. 


$1. Profession of the Sophists: essential elements of their doctrines. The 
principles of Protagoras. § 2. Opinions of Gorgias. Pernicious effects of his 
doctrines, especially as they were carried out by his disciples. § 3. Important 
services of the Sophists in forming a prose style: different tendencies of the 
Sicilian and other Sophists in this respect. § 4, The rhetoric of Gorgias, § 5. 
His forms of expression. 


§ 1. Tue impulse to a further improvement of the prose style proceeded 
immediately from the Sophists, who, in general, exercised a greater 
influence on the culture of the Greek mind than any other class of men, 
the ancient poets alone excepted. 

The Sophists were, as their name indicates, persons who made know- 
ledge their profession, and who undertook to impart it to every one who 
was willing to place himself under their guidance. The philosophers 
of the Socratic school reproached them with being the first to sell 
knowledge for money; and such was the case; for they not only de- 
manded admittance-money from those who came to hear their public 
lectures (érdelEecc),* but also undertook for a considerable sum, fixed 
before-hand, to give young men a complete sophistical education, and 
not to dismiss them till they were thoroughly instructed in their art. 
At that time a thirst for knowledge was so great in Greece,t that not 
only in Athens, but also in the oligarchies of Thessaly, hearers and 
pupils flocked to them in crowds; the arrival in any city of one of the 
greater sophists, Gorgias, Protagoras, or Hippias, was celebrated as a 
festival; and these men acquired riches such as art and science had never 
before earned among the Greeks. 

Not only the outward profession, but also the peculiar doctrines of the 
Sophists were, on the whole, one and the same, though they admitted of 
certain modifications of greater or less importance. If we consider these 
doctrines philosophically, they amounted to a denial or renunciation of 
all true science. Philosophy had then just completed the first stage of 
her career: she had boldly undertaken to solve the abstrusest questions 
of speculation, and the widely different answers which had been returned 
to some of those questions, had all produced conviction and obtained 
many staunch supporters. The difference between the results thus ob- 
tained, although the grounds of this difference had not been investigated, 
must of itself have awakened a doubt as to the possibility of any real 


* There were wide differences in the amounts paid on these occasions. The 
admission-fee for some lectures was a drachma, for others fifty drachme 
+ Comp. the remark in Chap. XXYVII.. § 5. 
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knowledge regarding the hidden nature of things. Accordiagly, nothing 
was more likely than that every flight of speculation should be succeeded 
by an epoch of scepticism, in which the universality of all science would 
be doubted or denied. That all knowledge is subjective, that it is true 
only for the individual, was the meaning of the celebrated saying * of 
Protacoras oF ABDERA, who made his appearance at Athens in the 
time of Pericles,t and for a long time enjoyed a great reputation there, 
till at last a reaction was caused by the bold scepticism of his opinions, 
and he was banished from Athens and his books were publicly burnt. 
Agreeing with Heraclitus in regard to the doctrine ofa perpetual motion 
and of a continual change in the impressions and perceptions of men, he 
deduced from this that the individual could know nothing beyond these 
ever varying perceptions; consequently, that whatever, appeared to 
be, was so for the individual. According to this doctrine, opposite 
opinions on the same subject might be equally true ; and if an opinion 
were only supported by a momentary appearance of truth, this was suf- 
ficient to make it true for the moment. Hence, it was one of the great 
feats which Protagoras and the other Sophists professed to perform, to be 
able to speak with equal plausibility for and against the same position ; 
not in order to discover the truth, but in order to show the nothingness 
of truth. It was not, however, the intention of Protagoras to deprive 
virtue, as well as truth, of its reality: but he reduced virtue to a mere 
state or condition of the subject,—a set of impressions and feelings which 
rendered the subject more capable of active usefulness. Of the gods, he 
said at the very beginning of the book which caused his banishment 
from Athens: “ With regard to the gods, I cannot determine whether 
they are or are not; for there are many obstacles in the way of this 
inquiry—the uncertainty of the matter, and the shortness of human life.”’ 

§ 2. Goretas, of Leontini, in Sicily, who visited Athens for the first 
time in Ol. 88, 2. 8.c. 427, as an ambassador from his native town, 
belonged to an entirely different part of the Hellenic world, had differ- 
ent teachers, and proceeded from an older philosophical school than 
Protagoras, but yet there was a great correspondence between the pur- 
suits of these two men; and from this we may clearly see how strongly 
the spirit of the age must have inclined to the form and mode of specu- 
lation which was common to them both. Gorgias employed the dialec- 
tical method of the Eleatic school, but arrived at an opposite result by 
means of it: while the Eleatic philosophers directed all their efforts 
towards establishing the perpetuity and unity of existence, Gorgias availed 


* Wdyrwy pirooy avbpumas. . 

¢ About Ol. 84. B.c. 444, according to the chronology of Apollodorus. 

{ Protagoras was prosecuted for atheism and expelled from Athens, on the 
accusation of Pythodorus, one of the council of the Four-hundred : this would be 
in O]. 92, 1. or 2. B 3, 411, if the event happened during the time of the our-hun. 


dred, but this is by ao means established. 
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himself of the methods and even of some of the conclusions, which Zeno 
and Melissus had applied to such a widely different object, in order to 
prove that nothing exists: that even if anything did exist, it would not be 
cognizable, and even if it both existed and were cognizable, it could 
not be conveyed and communicated by words. The result was, that 
absolute knowledge was uuattainable ; and that the proper end of instruc- 
tion was to awaken in the pupil’s mind such conceptions as are suit- 
able to his own purposes and i terests. ‘The chief distinction between 
Gorgias and the other Sophists consisted in the frankness with which 
he admitted, that he promised and professed nothing else than to make 
his scholars apt rhetoricians; and the ridicule with which he treated 
those of his colleagues who professed to teach virtue, a peculiarity which 
Gorgias shared with all the other Sophists of Sicily. The Sophists in 
the mother country, on the other hand, endeavoured to awaken useful 
thoughts, and to teach the principles of practical philosophy: thus 
Hirpras of Elis endeavoured to season his lessons with a display of mul- 
tifarious knowledge, and may be regarded as the first Polyhistor among 
the Greeks:* and Propicus of Ceos, perhaps the most respectable 
among the Sophists, used to present lessons of morality under an agree- 
able form: such a moral lesson was the well-known allegory of the choice 
of Hercules. 

In general, however, the labours of the Sophists were prejudicial alike 
to the moral condition of Greece, and to the serious pursuit of knowledge. 
The national morality which drew the line between right and wrong, 
though not perhaps according to the highest standard, yet at any rate 
with honest views, and what was of most importance, with a sort of 
instinctive certainty, had received a shock from the boldness with which 
philosophy had handled it; and could not but be altogether undermined 
by a doctrine which destroyed the distinction between truth and false- 
hood. And though Protagoras and Gorgias shrank from declaring that 
virtue and religion were nothing but empty illusions, their disciples and 
followers did so most openly, when the liberty of speculation was com 
pletely emancipated from all the restraints of traditionary opinions. In 
the course of the Peloponnesian war, a class of society was formed at 
Athens, which was not without influence on the course of affairs, and 
whose creed was, that justice and belief in the gods were but the inven- 
tions of ancient rulers and legislators, who gave them currency in order 
to strengthen their hold on the common herd, and assist them in the 
business of government: they sometimes gave this opinion with this far 


* Plato often speaks of his acquaintance with physics and astronomy: he also 
inquired after genealogies, colonies, and “ antiquities in general.’ Hippias May. 
p- 285. Some fragments of his treatises on political antiquities have been pre- 
served: probably derived from his: 2uayays. Béckh, Pref. ad Pindari Scholia, 
p. xxi. His list of the Olympic victors was also a remarkable work. 
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more pernicious variation, that laws were made by the majority of weaker 
men for their protection, wheteas nature had sanctioned the right of the 
strongest, so that the stronger party did but use his right when he com- 
pelled the weaker to minister to his pleasure as far as he could. These 
are the doctrines which Plato, in his Gorgias and in his Republic, attri- 
butes to Cauiicres, a disciple of Gorgias, and to THrasymacnus of 
Chalcedon, who flourished as a teacher of rhetoric during the Pelopon- 
nesian war, and which were frequently uttered by Plato’s own uncle, the 
able and politic Critias who has been mentioned more than once in the 
course of this history.* 

§ 3. If, however, we turn from this influence of the Sophists on the 
spirit of their age, and set ourselves to inquire what they did for the 
improvement of written compositions, we are constrained to set a very 
high value on their services. The formation of an artificial prose style 
is due entirely to the Sophists, and although they did not at first proceed 
according to a right method, they may be considered as having laid a 
foundation for the polished diction of Plato and Demosthenes. The 
Sophists of Greece proper, as well as those of Sicily, made language the 
object of their study, but with this distinction, that the former aimed at 
correctness, the latter at beauty of style.t Protagoras investigated the 
principles of accurate composition (dp00¢reva), though practically he was 
distinguished for a copious fluency, which Plato’s Socrates vainly 
attempts to bridle with his dialectic; and Prodicus busied himself with 
inquiries into the signification and correct use of words, and the discri- 
mination of synonyms: his own discourses were full of such distinctions, 
as appears from the humorous imitation of his style in Plato’s Pro- 
tagoras. 

The principal object which Gorgias proposed to himself was a 
beautiful, ornamented, pleasing, and captivating style; he was by pro- 
fession a rhetorician, and had been prepared for his trade by a suit- 
able education. The Sicilian Greeks, and especially the Syracusans, 
whose lively disposition and natural quickness raised them, more than ~ 
any other Dorian people, to a level with the Athenians, had commenced, 
even earlier than the people of Attica, the study of an artificial rhetoric 
useful for the discussions of the law-courts. The situation of Syra- 
cuse at the time of the Persian war had contributed a good deal to 
awaken their natural inclination and capacity for such a study ; especially 
by the impulse which the abolition of arbitrary government had given 


* Asa tragedian, but only with a view to the promulgation of these doctriner, 
he is mentioned in Chap. XXVI.§ 4; as an Elégiac poet in Chap. XXX. §5; 
and as an orator, Chap. XXXI. § 4. 

+ This distinction is pointed out by Leonhard 
Duvaywyn rexvov, sive artium scriptores, 1828, p. 63. 

{ Cicero, Brutus KII., 46: Sreuli acuta gens et controversa natura. Perrin, 1Vey 
43, 95; nunquam tam male est Siculis, quin aliquid facile et commode dicant. 
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to democratic sentiments (Ol. 78, 3. 8.c. 466), and by the complicated 
transactions which sprung up from the renewal of private claims long 
suppressed by the tyrants.* At this time Corax, who had been highly 
esteemed by the tyrant Hiero, came forward in a conspicuous manner, 
both as a public orator and as a pleader in the law-courts ; + his great 
practice led him to consider more accurately the principles of his art ; 
and at last it occurred to him to write a book on the subject ;{ this book, 
like the innumerable treatises which succeeded it, was called réyvn 
pyropex), ‘the art of rhetoric,” or simply réxvn, “the art.” Although 
this work might have been very circumscribed in its plan, and not very 
comprehensive in its treatment of the subject, it is nevertheless worthy 
of notice as the first of its kind, not only among the Greeks, but 
perhaps also in the whole world. For this réxvn of Corax was not 
merely the first attempt at a theory of rhetoric, but also the first theo- 
retical book on any branch of art ;§ and it is highly remarkable that 
while ancient poetry was transmitted through so many generations by 
nothing but practice and oral instruction, its younger sister began at once 
with establishing itself in the form of a theory, and as such communicat- 
ing itself to all who were desirous of learning its principles. All that we 
know of this réyvy is that it laid down a regular form and regular 
divisions for the oration; above all, it was to begin with a distinct 
procemium, calculated to put the hearers in a favourable train, and to 
conciliate their good will at the very opening of the speech. || 

§ 4. Tistas was first a pupil and afterwards a rival of Corax; he 
was also known not only as an orator, but also as the author of a réxv7. 
Gorgias, again, was the pupil of Tisias, and followed closely in his steps: 
according to one account, Tisias was a colleague of Gorgias in the 
embassy from Leontini mentioned above, though the pupil was at that 
time infinitely more celebrated than his master. With Gorgias this 
artificial rhetoric obtained more fame and glory than fell to the share 


* Cic., Brut. XII., 46 (after Aristotle): cum sublatis in Sicilia tyrannis res private 
longo intervallo judiciis repeterentur. Aristotle is also the authority for the statement 
in the scholia on Hermogenes, in Reiske’s Oratores Attict. T. VIII. p. 196. Comp. 
Montfaucon, Biblioth. Coislin., p. 592. 

+ Or as a composer of speeches for others, for it is doubtful whether there was 
an establishment of patront and causidici at Syracuse, as at Rome; or whether every 
one was compelled to plead his own cause, as at Athens, in which case he was 
always able to get his speech made for him by some professed rhetorician, 

{ This is also mentioned by Aristotle, who wrote a history of rhetoric down to 
his own time, which is now lost: besides the passages referred to above, he men- 
tions the réy»n of Corax in his Rhefor. II., 24. 

§ The old architectural treatises on particular buildings, such as that of Theo- 
dorus of Samos on the temple of Juno in that island, and those of Chersiphron and 
Metagenes on the temple of Diana at Ephesus, were probably only tables of caleu- 
lations and measurements. 

|| These introductions were called xorAaxevrixd xa) bsgareurina 7 pooltsce 


‘I See Pausan. VI., 17, 18, Diodorus, the principal authority, makes no men- 
tion of Tisias, XT., 53. 
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of any other branch of literature. The Athenians, to whom this 
Sicilian rhetoric was still a novelty, though they were fully qualified 
and predisposed to appreciate and enjoy its beauties,* were quite 
enchanted with it, and it soon became fashionable to speak like Gorgias. 
The impression produced by the oratory of Gorgias was greatly in- 
creased by his stately appearance, his well-chosen and splendid costume, 
and the self-possession and confidence of his demeanour. Besides, his 
rhetoric rested on a basis of phiiosophy,+ though, as has just been men- 
tioned, rather of a negative kind; and there is no trace of this in the 
systems of Corax and Tisias. This philosophy taught, that the sole 
aim of the orator is to turn the minds of his hearers into such a train 
as may best consist with his own interests ; that, consequently, rhetoric is 
the agent of persuasion,{ the art of all arts, becausé the rhetorician is 
able to speak well and convincingly on every subject, even though he 
has no accurate knowledge respecting it. 

In accordance with this view of rhetoric, Gorgias took little pains with 
the subject-matter of his speeches; he only concerned himself about this 
so far as to exercise himself in treating of general topics, which were 
called doct communes, and the proper management and application of 
which have always helped the rhetorician to conceal his ignorance. The 
panegyrics and invectives which Gorgias wrote on every possible subject, 
and which served him for practice, were also calculated to assist him in 
combating or defending received opinions and convictions, by palliating 
the bad, and misrepresenting the good. The same purpose was served 
by his delusive and captious conclusions, which he had borrowed from 
the Eleatic school, in order to pass with the common herd as a pro- 
found thinker, and to confuse their notions of truth and falsehood. All 
this belonged to the instrument, by virtue of which Gorgias pro- 
mised, in the language of the day, to make the weaker argument, t. e. 
the worse cause, victorious over the stronger argument, t.e. the better 
cause § 

§ 5. But the chief study of Gorgias was directed to the form of ex- 
pression ; and it is true that he was able, by the use of high-sounding 
words and artfully constructed sentences, to deceive not only the ears 
but also the mind of the Greeks—alive as they were to the perception 
of such bcauties—to so great an extent that they overlooked for a long 
time the emptiness and coldness of his declamations. Prose was at this 
time commencing its career, and had not yet manifested its resources, 
and shown the beauty of which it was capable: it was natural, therefore, 


* tyres evQuers xal Piroarcya, says Diodorus. ; mae ae, 

+ This philosophy is contained in a treatise by Gorgias, weg! Qustws n rou jun oveas, 

of which the best account is given by Aristotle in his essay on Melissus, Xeno- 

phanes, and Gorgias. 
~ * oa s | ey 4 

t Usstovs dnusovoyas. § foray nal xgetrrayv Adyos. 
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that it should take for its pattern the poetry which had preceded it by 
so long an interval: the ears of the Greeks, accustomed to poetry, re- 
quired of prose, if it professed to be more than a mere necessary com~ 
munication of thoughts, if it aimed at beauty, a great resemblance to 
poetry. Gorgias complied with this requisition in two ways: In the 
first place, he employed poetical words, especially rare words, and new 
compounds, such as were favourites with the lyric and dithyrambic 
poets.* As this poetical colouring did not demand any high flight of 
ideas, or any great exertion of the imaginative powers, and as it re- 
mained only an outward ornament, the style of Gorgias became turgid 
and bombastic, and compositions characterized by this fault were said, 
in the technical language of Greek rhetoric, to gorgiaze.t In the second 
place, the prevailing taste for prose at that time seemed to require some 
substitute for the rhythmical proportions of poetry. Gorgias effected 
this by giving a sort of symmetry to the structure of the sentences, so 
that the impression conveyed was, that the different members of the 
period were parallel and corresponding to one another, and this stamped 
the whole with an appearance of artificial regularity. To this belonged 
the art of making the sentences of equal length, of making them corre- 
spond to one another in form, and of making them end in the same 
way :{ also the use of words of similar formation and of similar sound, 
z.e. almost rhyming with one another:§ also, the antithesis, in which, 
besides the opposition of thought, there was a correspondence of all the 
different parts and individual points; an artifice, which easily led the 
orator to introduce forced and unnatural combinations, || and which, ip 
the case of the Sicilian rhetoricians, had already incurred the ridicule 
of Epicharmus.{| If we add to this the witty turns, the playful style, 
the various methods of winning the attention, which Gorgias skilfully 
interwove with his expressions, we shall have no difficulty in under- 


* See Aristotle, Rhetor. III., 1, 3, and 3,1. Here the 37a évguara are parti- 
cularly assigned to Gorgias and Lycophron. In the Poetic, 22, Aristotle says, that 
the dirAw oviuera, i.e. extraordinary words and noyel compounds, occurred most 
frequently in the Dithyramb. 

T yoy Zen. LT ivtxmaru, regioe, suoiorsreure. 

Tagovoweriou, raonyncsis« 

| As in the forced but ingenious definition of tragic illusion, namely, that it is 

an ararn, or deceit ;— 

Ay 0 vi amarnoas Sixcciréoos Tod uh drerhoovros 
; xe) 6 ararnbeds copareoos To won ararnbtyros, 
i.e, in which the deceiver does his duty better than the undeceiving, and where the 
person deceived shows more feeling for art than the person who will not yield to 
the deception. All these figures occur in abundance in the very important and no 
doubt genuine fragments of Gorgias’ funeral oration, which are preserved in the 
scholia on Hermogenes : see Foss, de Gorgia Leontino, p: 69. Spengel, 2wa yay 
p. 78, Clinton, F. H., Vol. IL, p. 464, ed. 3. ‘ 

q In the verse: coxa pty tv rivous tyav hy, roxe D8 rae rhyvols tyay, Which js an 
opposition of words rather of sense, such as naturally resulted from a forced anti- 
thetical style : see especially Demetrius. de Elocutione, § 24. 
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standing how this artificial prose, which was neither poetry nor yet 
the language of common life, was so successful on its first appear- 
ance at Athens. That such a style was highly suitable to the taste 
of the age as it gradually unfolded itself, is also shown by its rapid 
extension and further developement, especially in the school of 
Gorgias. We have already spoken of Agathon’s parallelisms and anti- 
theses ;* but Poxus of Agrigentum, the favourite scholar and devoted 
partizan of Gorgias, went far beyond all others in his attention to 
those ornaments of language, and carried this even into the slightest 
minutiz of language : t similarly, ALcrpaMas, another scholar of 
Gorgias, who is often mentioned by Aristotle, exceeded his master 
in his showy, poetic diction, and in the affectation of his elegant anti- 
thesis. { 


CHAPTER XXXIII. 


§ 1. Antiphon’s career and employments. § 2. His school-exercises, the Tetra- 
logies. § 3, His speeches before the courts; Character of his oratory. § 4, 5. 
More particular examination of hisstyle. § 6. Andocides; his life and character. 


§ 1. Tue cultivation of the art of oratory among the Athenians is due to 
a combination of the natural eloquence, displayed by the Athenian states- 
men, and especially by Pericles, with the rhetorical studies of the Sophists. 
The first person in whom the effects of this combination were fully 
shown was ANTIPHON, the son of Sophilus of Rhamnus. Antiphon was 
both a practical statesman and man of business, and also a rhetorician of 
the schools. With regard to the former part of his character, we are 
told by Thucydides that, though the tyranny of the Four-hundred was 
ostensibly established by Pisander, it was Antiphon who drew up the 
plan for it, and who had the greatest share in carrying it into effect ; “he 
was a man,” says the historian, § “ inferior to none of his contemporaries 
in virtue, and distinguished above all others in forming plans and recom- 
mending his views by oratory. He made no public speeches, indeed, 
nor did he ever of his own accord engage in the litigations of the court ; 
but being suspected by the people from his reputation for powerful 


* Chap. XXVIL., § 3. 
gia ask ac address : A noore Uwae, Plato ridicules his fondness for the juxtaposition 


of words of a similar sound. 
+ The declamations which remain under the names of Gorgias, Alcidamas, and 


Antisthenes (another scholar of Gorgias), have been justly regarded as imitations 
of their style by later rhetoricians. 
¢ VIII., 68 
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speaking,* there was yet no one man in Athens who was better able to 
assist, by his counsels, those who had any contest to undergo either in the 
law-courts or in the popular assemblies. And in his own case, when, 
after the downfal of the Four-hundred, he was tried for his life as having 
been a party to the establishment of the oligarchy, it {s acknowledged 
that the speech which he made in his own defence was the best that had 
ever been made up to that time.” + But his admirable oratory was of 
no avail at this crisis, when the effect of his speech was more than counter- 
balanced by the feelings of the people: the devices of Theramenes 
completed his ruin; he was executed m Ol. 92; 2. sic. 411, when 
nearly seventy years old;{ his property was confiscated, and even his 
descendants were deprived of the rights of citizenship. § 

We clearly see, from the testimony of Thucydides, what use Antiphon 
mate of his oratory. He did not come forward, like other speakers, to 
express his sentiments in the Ycclesia, nor was he ever a public accuser 
in the law-courts: he never spoke in public save on his own affairs and 
when attacked: in other cases he laboured for others. With him the 
business of speech-wriling first rose into importance, a business which 
for a long time was not considered so honourable as that of the public 
speaker ; but although many Athenians spoke and thought contemptu- 
ously of this profession, it was practised even by the great public orators 
along with their other employments; and according to the Athenian 
institutions was almost indispensable For in private suits the parties 
themselves pleaded their cause in open court; and in public indictments, 
though any Athenian might conduct the prosecution, the accused person 
was not allowed an advocate, though his defence might be supported by 
some friends who spoke after him, and endeavoured to complete the 
arguments in his favour. It is obvious from this, that when the need 
of an advocate in the law-courts began to be more and more felt, most 
Athenians would be obliged to apply for professional assistance, and 
would, with this view, either get assisted in the composition of their 
own speeches, or commit to memory and deliver, word for word, a speech 
composed for them by some practised orator. Thus the speech-writers, 
or logographi, as they were called, || (Antiphon, Lysias, Iseeus, and 

' Demosthenes,) rendered services partly analogous to those performed by 
the Roman patroni and causidici, or to the legal advocates and coun- 


* Osivorns, here used in its wider sense, as implying any power of persuasion. 
+ It is a great pity that this speech has not been preserved. Harpocration often 


quotes it under the title ty 7a weg) ris weracrdosws. The allusions to the time of 
the Four-hundred are obyious enough. 
+ 


$ ae, if the account is true which places his birth in Ol. 75, 1. .c. 480, His 
great age and winning eloquence seem to haye gained him the name of Nestor, by 
which he was known among the Athenian people. 

§ The decree according to which he was executed, and the decision of the conrt, 
are preserved in the Vite decem oratorum (in Plutarch’s works), Cap. I. 

| They were called Asyoypaépos by the common people at Athens, 
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sellors of modern states, although they did not stand nearly so high 
in public estimation, unless at the same time they took an active part 
in public affairs.* The practice of writing speeches for others probably 
led to a general habit of committing speeches to writing, and thus 
placing them within the reach of others besides those to whom they were 
delivered: at all events, it is certain that Antiphon was the first to do 
this. t 

Antiphon also established a school of rhetoric, in which the art of 
- oratory was systematically taught, and, according to a custom which had 
been prevalent since the time of Corax, wrote a Techne, containing a 
formal exposition of his principles. As a teacher of rhetoric, Antiphon 
followed closely in the steps of the Sophists, with whose works he was 
very well acquainted, although he was not actually a scholar of any one 
among them :} like Protagoras and Gorgias, he discussed general themes, 
which were designed only for exercises, and had no practical object in 
view. These may have been partly the most general subjects about 
which an argument could be held,—the loc? communes, as they are 
called ; § partly, particular cases so ingeniously contrived that the con- 
trary assertions respecting them might be maintained with equal facility, 
and thus exercise would be afforded to the sophistic art of speaking 
plausibly on both sides of the question. 

§ 2. Of the fifteen remaining speeches of Antiphon, twelve belong to 
the class of school exercises. They form three Tetralogies, so that every 
four of the orations are occupied with the discussion of the same case, 
and contain a speech and reply by both plaintiff and defendant. || The 
following is the subject of the first Tetralogy :—A citizen, returning with 
his slave from an evening banquet, is attacked by assassins, and killed on 
the spot: the slave is mortally wounded, but survives till he has told the 
relations of the murdered man that he recognized among the assassins a 
particular person who was at enmity with his master, and who was about 
to lose his cause in an important law-suit between him and the deceased. 
Accordingly, this person is indicted by the family of the murdered man, 
and the speeches all turn upon an attempt to exaggerate or diminish 
the probabilities for and against the guilt of the person arraigned. For 
instance, while the complainant lays the greatest stress on the animosity 

* Thus Antiphon was attacked by Plato the comedian for writing speeches for 
hire: Photius, Codex 259. 

+ Orationem primus omnium scripsit, says Quintilian. 

+ This is shown by the y2vss ’Avri@avros : the chronology renders it almost im- 
possible that Antiphon’s father could have been a Sophist (Vite X. Orat., c. 1. 
Phot., Codex 259).—[This is probably a confusion occasioned by the name of 
Antiphon’s father Sophilus—Ep. | 

§ That Antiphon had practised himself m such common places is shown by their 
occurrence in different orations, in which he inserts them wherever he can. Comp. 
de cede Herod., § 14, 87. Chor., § 2, 3. 


|| Adyor aredrigaor vai Voregos 
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existing between the accused and the deceased, the defendant maintains 
that he could certainly have had no hand in the murder, when it was 
obvious that the first suspicion would fall on himself. While the former 
sets great value on the evidence of the slave as the only one available for 
his purpose, the latter maintains that slaves would not be tortured as they 
were, according to the Greck custom, unless their simple testimony had 
been considered insufficient. In answer to this the complamant urges, 
in his second speech, that slaves were tortured on account of theft, for 
the purpose of bringing to light some transgression which they concealed ° 
to please their master ; but that, in cases like the one in question, they 
were emancipated in order that they might be qualified to give evidence ;* 
and, in regard to the argument that the accused must have foreseen that he 
would be suspected, the fear of this suspicion would not have been suffi- 
cient to counterbalance the danger resulting from the loss of his cause. 
The accused, however, gives a turn to the argument from probability, 
by remarking, among other things, that a freeman would be restramed 
from giving a false testimony by a fear of endangering his reputation and 
substance ; but that there was nothing to hinder the slave at the point 
of death from gratifying the family of his master, by impeaching his 
master’s old enemy. And after having compared all the arguments 
from probability, and drawn a balance in his own favour, he concludes 
aptly enough, by saying that he can prove his innocence not merely by 
probabilities + but by facts, and accordingly offers all his slaves, male and 
female, to be t.rtured according to the custom of Athens, in order to 
prove that he never left his house on the night of the murder. 

We have selected these few points from many other arguments equally 
acute on both sides of the question, in order to give those readers who are 
not yet acquainted with Antiphon’s speeches, some notion, however faint, 
of the shrewdness and ingenuity with which the rhetoricians of that time 
could twist and turn to their own purposes the facts and circumstances 
which they were called upon to discuss. The sophistic art of strength- 
ening the weaker cause was in Antiphon’s school connected with forensic 
oratory, { the professor of which must necessarily be prepared to argue 
in favour of either of the parties in a law-suit. 

§ 3. Besides these rhetorical exercises, we have three of Antiphon’s 
speeches which were actually delivered in court—the accusation of a 
step mother charged with poisoning, the defence of the person charged 
with the murder of Herodes, and another defence of a choregus, one 


* Personal freedom was indispensable for evidence (wagrugeiv) properly so called: 
slaves were compelled to give evidence by the torture. 
+ In § 10, he says with great acuteness: “ While they maintain on grounds of 


probability thar Iam guilty, they nevertheless maintain that I am not probably but 
acivally the murderer.” 


ae oy 
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of whose choreutze had been poisoned while under training. All these 
speeches refer to charges of murder,* and for this reason have been 
classed with the Tetralogies, the assumed subjects of which are of the 
same kind: a distribution of the works of Greek orators according to the 
nature of the different suits was vety common among the learned gram- 
marians,t and many ancient citations refer to this division ; for instance, 
when speeches referring to the duties of guardians, to money-transactions, 
or to debts, are quoted as belonging to different classes. In this manner 
Antiphon’s speeches on charges of murder have alone been preserved, 
and the only orations of Iseeus which have come down to us, are those 
on the law of inheritance and wills. In these speeches of Antiphon we 
see the same ingenuity and shrewdness, and the same legal acumen, as in 
the Tetralogies, combined with far greater polish and elaboration of style, 
since the Tetralogies were only designed to display skill in the discovery 
and complication of arguments. 

These more complete speeches may be reckoned among the most im- 
portant materials that we possess for a history of oratory. In respect to 
their style, they stand in close connexion with the history of Thucydides 
and the speeches with which it is mterspersed, and confirm the statement 
of many grammarians, { that Thucydides was instructed in the school of 
Antiphon,—a statement which harmonizes very well with the circum- 
stances of their lives. The ancients often couple Thucydides with Anti- 
phon, § and mention these two as the chief masters of the old austere 
oratory, || the nature of which we must here endeavour rightly to com- 
prehend. It does not consist (as might be conjectured from the expres- 
sions used in speaking of it,4] which are justified only by a comparison 
with the smooth and polished oratory of later days) in any intentional 
rudeness or harshness, but in the orator’s confining himself to a clear 
and definite expression of what he had clearly and definitely conceived. 
Although it is not to be denied that the orators of that time were defi- 
cient in the fluency which results from practice, they had on that account 
all the more power and freshness of thought; many reflections, which 
afterwards became trivial from frequent repetition, and in this way came 
to be used in a flippant and superficial manner, were then delivered with 
all the energetic earnestness of real feeling; and, without taking into 


* Qovnai dina.” + This occurs frequently in Dionysius of Halicarnassus. 
t The most important authority is Cecilius of Calacte, a distinguished rheto- 
rician of Cicero’s time, many of whose striking judgments and important remarks 
are still extant. See the Vite X. Orator., v. 1. Photius, Bebhoth. Codex, 259, 
§ When rhetorical studies were still a noveity, Thucydides at the age of twenty 
might easily have been the scholar of Antiphon, who was eight years his senior, 
|| Dionys. Hal., de verb. comp., p. 150, Reiske. Tryphon, in Walz, Rhet., t. VIIL, 
. 750. 
‘ | aiorneis ~ugunthe, udorngd gwovin, austerum dicendi genus; see Dionys. Hal., 
de compas. verborum, p. 147, seqq. 
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consideration the value and importance of their works as products of 
human genius, we find in writers like Antiphon and Thucydides a con- 
tinual liveliness, an inexhaustible vigour of mind, which, not to go 
farther, places them above even Plato and Demosthenes, notwithstanding 
their betier training and wider experience. 

§ 4. We shall arrive at a clearer conception of the train of thought in 
these writers by considering, first the words, and then the syntactical 
combinations by which their style was distinguished. Great accuracy in 
the use of expressions* is a characteristic as well of Antiphon as of 
Thucydides. This is manifested, among other things, by an attempt to 
make a marked distinction between synonyms and words of similar 
sound: this originated with Prodicus, and both in this Sophist and in the 
authors of whom we are speaking occasionally gave an air of extrava- 
gance and affectation to their style.| Not to speak of individual words, 
the luxuriance of grammatical forms in the Greek language and the 
readiness with which it admitted new compounds, enabled these authors 
to create whole classes of expressions indicating the most delicate shades 
of meaning, such as the neuter participles. t In regard to the gram- 
matical forms and the connecting particles, the old writers did not 
strive after that regular continuity which gives an equable flow to the 
discourse, and enables one to see the whole connexion from any part 
of it: they considered it of more importance to express the finer modi- 
fications of meaning by changes in the form of words, even though this 
might produce abruptness and difficulty in the expressions.§ With 
respect to the connexion of the sentences with one another, the lan- 
guage of Antiphon and Thucydides stands half-way between the con- 
secutive but unconnected diction of NHerodotus|| and the periodic 
style of the school of Isocrates. We shall consider in one of the 
following chapters how the period, which conveys an idea of a style 
finished and rounded off, was first cultivated in that later school: here 
it will be sufficient to mention the total want of such a finished periodic 
completeness in the writings of Antiphon and Thucydides. There 

* gngiPoroyic tx} rois bvowaow, Marcellin., vita Thucyd., § 36. 

+ As when Antiphon says (de ced. Herod., § 94, according.to the probable read- 
ing): “ You are now scrutineers (yweirre!) of the evidence; then you will be 
judges (d:xarrai) of the suit: you are now only guessers (Selecral), you will then 
be oc (xeirai) of the truth.” See the similar examples in §§ 91, 92. 

{ As when Antiphon says (Tetral. I., y. § 3): “ The danger and. the disgrace, 
which had greater influence than the quarrel, were sufficient to subdue the passion 
that was boiling in his mind” (cawppovicas +d bymotmevoy ris yawns). Thucydides, 
who is as partial as Antipbon to this mode of. expression, also uses the phrase, 
7d dupuoduusvoy rhs yrouns, VIII. 68. 

§ As an example, we may mention Antiphon’s common practice of passing from 
the copulative to the adversative. He often be; gins with xai, but substitutes a 32 
for the corresponding x#} which should follow. This represents the two members 
as at first corresponding parts of a whole, and thus the opposition of the second to 


the first is rendered more prominent and striking 
|| Atbis sieowivn. 


LITERATURE OF ANCIENT GREECE. 475 


are, indeed, plenty of long sentences in these authors, in which they 
show a power of bringing thoughts and observations into the right con- 
nexion with each other. But these long sentences appear as a heaping 
together of thoughts without any necessary rule or limit, such that if 
the author had known any further circumstances likely to support his 
argument, he might have added or incorporated those circumstances,* 
and not as a whole of which all the subordinate particulars were neces- 
sary integral parts. The only structure of sentences which was cultivated 
to any great extent at this period was that in which the different mem- 
bers are not related to one another as principal or subordinate but merely 
as consecutive sentences, t. e. the copulative, adversative, and disjunctive 
sentences ; + and these were consistently and artfully carried out in all 
their parts. It is indeed very worthy of remark, how skilfully an orator 
like Antiphon arranged his thoughts so that they always produced those 
binary combinations of corresponding or opposed members; and how 
laboriously he strove to exhibit on every side this symmetrical relation, 
and, like an architect, carried the symmetry through all the details of 
his work. To take an example, the orator has scarcely opened his mouth 
to speak on the murder of Herodes when he falls into a system of paral- 
lelisms such as we have just described: ‘* Would that my oratorical skill 
and knowledge of affairs, O judges, were equal to my unhappy condition 
and the misfortunes which I have suffered. As it is, however, I have 
more of the latter than I ought to have; whereas the former fails me 
more than is expedient for me. For where I was in bodily peril on 
account of an unjust accusation, there my knowledge of affairs was of no 
avail; and now that I haye to save my life by a true statement of the 
case, I am injured by my inability to speak ;” and so forth. It is clear 
that this symmetrical structure of sentences {| must have had its origin in 
a yery peculiar bias of mind ; namely, in the habitual pronencss to com- 
pare and discriminate, to place the different points of a subject in such 
connexion that their likeness or dissimilitude might appear in the most 
marked manner ; in a word, this mode of writing presumes that peculiar 
combination of ingenuity and shrewdness for which the old Athenians 
were so pre-eminently distinguished. At the same time it cannot be 
denied that the habit of speaking in this way had something misleading 
in it, and that this parallelism of the members of a sentence was often 
carried much farther than the natural conditions of thought would have 
prescribed ; especially as a mere formal play with sounds united itself 

* This structure of sentences, which occurs principally in uarrative, will be 
discussed more at length when we come to Thucydides. 

+ The sentences with xa) (72) —xa), with wiv —dt, with 4 (waregov) —7. In 
general, this constitutes the dyrimewstvy ALEis. E 

t This is the tragusnos ovvéeois of Cecilius of Calacte (Photius, Cod. 259), the 
concinnitas ot Cicero. 


476 HISTORY OF THE 


with this striving after an opposition of ideas and a counterpoise of 
thoughts, the object being to make this relation of the thoughts sigmifi- 
cant to the ear also; but this was pursued so eagerly that the real object 
was often overlooked. 

The figures of speech, which were mentioned while we were speaking 
of Gorgias,—the Jsocola, Homeoteleuta, Parisa, Paronomasia, and 
Parecheseis,—were admirably suited to this symmetrical architecture 
of the periods. The ornaments of diction are all found in Antiphon, 
but not in such numbers as in Gorgias, and they are treated with Attic 
taste and discernment. But Antiphon also makes his antitheses of equal 
numbers of like-sounding words balanced against one another.* Anti- 
phon, too, is fond of opposing words of similar sound in order to call 
attention to their contrasted significations,t and his diction has some- 
thing of that precision and constrained regularity which reminds us of 
the stiff symmetry and parallelism of attitudes in the older works of 
Greek sculpture. 

§ 5. Though Antiphon by the use of these artifices, which the old 
rhetoricians called “ figures of diction,” { was enabled to trick out his 
style with a sort of antique ornaments, he did not, according to the 
judicious remark of one of the best rhetoricians,§ make any use of the 
* figures of thought.” || These turns of thought, which interrupt its 
equable expression, proceed for the most part from passion and feeling, 
and give language its pathos; they consist of the sudden burst of indig- 
nation, the ironical and sarcastic question, the emphatic and vehement 
Tepetition of the same idea under different forms, J] the gradation of 
weight and energy,** and the sudden breaking off in the midst of a 
sentence, as if that which was still to be said transcended all power of 
expression. tt But there is often as much of artful design as of violent 
emotion in these figures of thought: thus the orator will sometimes seek 
about for an expression as if he could not find the right one, in order 
that he may give the proper phrase with greater force after he has dis- 
covered it:{{ sometimes he will correct what he has said, in order to 


* As, e. g., in de ced. Herod., § 73: “ There must be more in your power to save 
me justly, than in my enemies’ wish to destroy me unjustly’’—73 Sutregov duvétuevoy 
tut dixawins cwley I) rd ray Ex owy Bouromevoy ddixws tut amorAAdvas. 

t We have an example of this Paronomasia in de ced. Herod., § 91: “If some 
error must be committed, it is more consonant to piety to acquit unjustly, than to 
condemn contrary to justice’— dd/xws daor dows dowrtgoy ay ein Tod pon dixalws 
a2MorntT as. 

iH onnuara ras AskLews, 

_ § Cweilius of Calacte (apud Phot., Cod. 259, p. 485 Bekker), who adds with great 
judgment, ‘ that he will not assert that the figures of thought never occur in Anti- 
phon, but that when they occur, they are not designed (xar éxirjozvow), and that 
they are of rare occurrence.’’ : : . 
| oncnoarce ris Scvalas. { Polyptoton. 
**® Climax. tt Aposropesis, pad Aporia, 
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convey an idea of his great scrupulousness and accuracy ;* he will 
suggest an answer in the mind of his adversary, as if it was obvious and 
inevitable ;+ or he will pervert the other party’s words, so as to give 
them an entirely different signification ; and so forth. All these forms 
of speech are foreign to the old Attic oratory, for reasons which lie deeper 
than in the history of the rhetorical schools, viz. in the developement and 
progressive change of the Athenian character. These figures rest, as 
has just been shown, partly on a violence of passion which lays aside all 
claim to tranquillity and self-control ; partly in a sort of crafty dissimu- 
lation which employs every artifice in order to make the appearances all 
on its own side. { These two qualities-—vehemence of passion’ and tricky 
artifice—did not become the prominent features of the Athenian character 
till a later period, and though they grew stronger and stronger after the 
shock given to the morality of Greece by the speculations of the Sophists, 
and at the same time by the party-spirit, which the Peloponnesian war 
engendered, and which, according to Thucydides, § nurtured the prevail- 
ing tendency to intrigue, yet it was some time before the art of speaking 
arrived at that stage of developement which necessitated or admitted 
these peculiar figures of speech. In Antiphon, as well as in Thucydides, 
the old equable and tranquil style is still prevalent: all the efforts of the 
orator are directed to the invention and opposition of the ideas which 
his argument requires him to bring forward: all that is unreal or delu- 
sive consists in the thoughts themselves, not in any obscurity produced 
by the excitements of passion. On the few occasions when Antiphon 
spoke, he must have spoken, like Pericles, with unmoved countenance, 
and in a tone of the most tranquil self-command, although his con- 
temporary Cleon, whose style of speaking was very far removed from 
the artificial oratory of the day, used to run backwards and forwards on 
the bema, throwing his mantle aside and smiting his thigh with violent 
and excited gesticulations. || 

§ 6. Anpocipes, who stands next to Antiphon in point of time, and 
some of whose speeches have come down to us, is a more interesting 
person in reference to the history of Athens at this period than in re- 
gard to the cultivation of rhetoric. Sprung from a noble family which 
furnished the heralds for the Eleusinian mysteries, we find him 
employed at an early age as general and ambassador, until he was 
involyed in the. legal proceedings about the mutilation of the Herme 
and the profanation of the mysteries; he escaped by denouncing the 


* Ejyndiorthosis, also called Metanca, t+ Anaclasis. 

t Maveeyia. On this account the oxyjwara ris dimvolas are called by Cecilius 
reorny ix Tou mavoveyov Kal WWaAA aI. 

§ Thucyd. III., 81. 

|| This is mentioned by Plutarch (Nic. VITI., Tib. Gracch. I.) as the first offence 
ever committed against the decency (xéaes) of public speaking. 

GW 30 ray unounay ris prTnpiwrions Yevos« 
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guilty, whether truly or falsely, but was obliged to leave Athens. From 
this time he occupied himself with commercial transactions, which he 
carried on chiefly in Cyprus, and with endeavours to get recalled from 
banishment ; until, on the downfal of the thirty tyrants, he returned to 
lis native city under the protection of the genera) amnesty which the 
opposing parties had sworn to observe. Though he was not without 
molestation on account of the old charge, we find him still engaged in 
public affairs, till at last, being sent as ambassador to Sparta in the 
course of the Corinthian war, in order to negotiate a peace, he was again 
banished by the Athenians because the result of his negotiations was 
unsatisfactory. 

We have three remaining speeches by Andovides: the first relating to 
his return from exile, and delivered after the restoration of the democracy 
by the overthrow of the Four hundred counsellors ; the second relating to 
the mysteries, and delivered in Ol. 95, 1. B.c. 400, in which Andocides 
endeavours to confute the continually reviving charge with respect to the 
profanation of the mysteries, by going back to the origin of the whole 
matter ; the third on the peace with Lacedeemon, delivered in Ol. 97, 1. 
B.c. 392, in which the orator urges the Athenian assembly to conclude 
peace with the Spartans. The genuineness of the last speech is doubted 
even by the old grammarians: but the speech against Alcibiades, the 
object of which is to get Alcibiades ostracized instead of the orator, is 
undoubtedly spurious. If the speech were genuine it could not have 
been written by Andocides consistently with the well-known circum- 
stances relating to the ostracism of Alcibiades: in that case it must be 
assigned to Pheeax, who shared with Alcibiades in the danger of ostra- 
cism; and this is the opinion of a modern critic :* but the contents and 
form of the speech prove beyond all power of confutation that it is an 
imitation by some later rhetorician. + 

Although Andocides has been included in the list of the ten celebrated 
orators, he is very inferior to the others in talent and art.{ He exhibits 
neither any particular acuteness. in treating the great events which are 
referred to in his speeches, nor that precision in the connexion of his 
thoughts which marks all the other writers of this time: yet we must 
give him credit for his freedom from the mannerism into which the more 
distinguished men of the age so easily fell, and also for a sort of natural 
liveliness, which may together be considered as reliques of the austere 
style, as it appears in Antiphon and Thucydides. § 

* Taylor (Lectiones Lysiace, c. VI.), who has not been refuted by Ruhnken and 
Valckenaer.—[See Thirlwall, Host. of Greece, III., p. 463.—Ep. | 

+ According to Meier, de Andocidis que vulgo fertur oratione in Alcibiadem, a 
series of programmes of the University of Halle. 

_{ It is surprising that Critias was not rather enrolled among the Ten, but perhaps 
his having been one of the Thirty stood in his way. Comp. Chap. XXXI. § 4. 


§ The dvrixeruivn Atfis prevails in Andocides also, but without any striving after 
symmetry of expression. 
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CHAPTER XXXIV. 


$1. The life of Thucydides: his training that of the age of Pericles, § 2. His 
new method of treating history. § 3. The consequent distribution and arrange- 
ment of his materials, as well in his whole work as, § 4, in the introduction. 
§ 5. His mode of treating these materials ; his research and criticism. § 6, Ac- 
curacy and, § 7, intellectual character of his history. §{ 8,9. The speeches 
considered as the soul of his history. §) 10,11. His mode of expression and 
the structure of his sentences. 


§ 1. Taucypipes, an Athenian of the demus of Alimus, was born in 
Ol. 77, 2. 3.c. 471, nine years after the battle of Salamis.* His father 
Olorus, or Orolus, has a Thracian name, although Thucydides himself 
was an Athenian born: his mother Hegesipyle bears the same name as 
the Thracian wife of the great Miltiades, the conqueror at Marathon ; 
and through her Thucydides was connected with the renowned family of 
the Philaide. This family from the time of the older Miltiades, who 
left Athens during the tyranny of the Pisistratide and founded a prin- 
cipality of his own in the Thracian Chersonese, had formed alliances 
with the people and princes of that district; the younger Miltiades, the 
Marathonian victor, had married the daughter of a Thracian king named 
Qrolus; the children of this marriage were Cimon and the younger 
Hegesipyle, the latter of whom married the younger Orolus, probably a 
grandson of the first, who had obtained the rights of citizenship at Athens 
through his connexions ; the son of this marriage was Thucydides. ¢ 

In this way Thucydides belonged to a distinguished and powerful 
family, possessed of great riches, especially in Thrace. Thucydides 
himself owned some gold-mines in that country, namely, at Scapte-Hyle 


* According to the well known statement of Pamphila (a learned woman of 
Nero’s time), cited by Gellius, NV. 4. XYV., 23. This statement is not impugned 
by what Thucydides says himself (V., 26), that he was of the right age to observe 
the progress of the Peloponnesian war. He might well say this of the period 
between the 40th and 67th years of his life; for though the A:x/a in reference to 
military service was different, it seems that the ancients placed the age suitable to 
literary labours at a more advanced point than we do. 

+ This is the best way of reconciling the statements of Marcellinus (vita Thucy- 
didis) and Suidas with the well-known historical data. The following is the 
whole genealogy :— 

Cimon Stesagore f. Olorus, Thracum regulus. 


Attica uxor ~ Miltiades Marathon, ~ Hegesipyle I. Filius. 


—e_ 
Ejpinice. “imon Hegesipyle If. \ Olorus IT, 


Thucydides, 


480 HISTORY OF THE 


(or Wald-rode, as it would have been called in the Harz), in the same 
district from which Philip of Macedon afterwards derived those resources 
by which he established his power in Greece. This property had great 
influence on the destiny of Thucydides, espeotally in regard to his 
banishment from Athens, the chief particulars of which we learn from 
himself.* In the eighth year of the Peloponnesian war (Ol. 89, 1. B.c. 
423) the Spartan general, Brasidas, was desirous of taking Amphipolis 
on the Strymon. Thucydides, the son of Olorus, lay off Thasos with a 
small fleet of seven ships, probably on his first command, which he had 
merited by his services in some subordinate military capacity. Brasidas 
feared even this small fleet, because he knew that the admiral possessed 
gold-mines in the district and had great influence with the most powerful 
inhabitants of the country, so that he would have no difficulty in getting 
together a body of native troops to reinforce the garrison of Amphipolis. 
Accordingly, Brasidas granted the Amphipolitans a better capitulation 
than they expected, in order to gain possession of the place speedily, and 
Thucydides, having come too late to raise the siege, was obliged to con- 
tent himself with the defence of Eion, a fortified city near the coast. The 
Athenians, who were in the habit of judging their generals and statesmen 
according to the success of their plans, condemned him for neglect of 
duty ; + and he was compelled to go into exile, in which state he con- 
tinued for twenty years, living principally at Scapte-Hyle. He was not 
permitted to return after the peace between Sparta and Athens, but was 
only recalled by a special decree when Thrasybulus had restored the 
democracy. After this he must have lived some years at Athens, as his 
history clearly evinces ; but not so long as nature would have permitted : 
and there is much probability in the statement that he lost his life by 
the hand of an assassin. ¢ 

From this account of the career of Thucydides it appears that he spent 
only the first part of his life, up to his forty-eighth year, in intercourse 
with his countrymen of Athens. After this period he was indeed in 
communication with all parts of Greece, and he tells us that his exile 
had enabled him to mix with Peloponnesians, and to gain accurate 
information from them: § but he was out of the way of the intellectual 
revolution which took place at Athens between the middle and end of 
the Peloponnesian war: and when he returned home he found himself 
in the midst of a new generation, with novel ideas and an essentially 
altered taste, with which he could hardly have amalgamated so tho- 


* Thucyd. TV., 104, seqq. 

+ The charge against him was probably a yap wgodeolas. 

{ We have passed over in silence unimportant and doubtful points, as well as 
manifest errors, especially those introduced into the old biographies of the historian 
by the confusion between him and the more celebrated statesman, Thucydides, the 
son of Melesias. § Thucyd. V., 26. 
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roughly in his old age as to change his own notions in accordance with 
them. Thucydides, therefore, is altogether an old Athenian of the school 
of Pericles; his education, both real and formal, is derived from that 
grand and mighty period of Athenian history ; his political principles are 
those which Pericles inculcated ; and his style is, on the one hand, a repre- 
sentative of the native fulness and vigour of Periclean oratory, and on 
the other hand an offshoot of the antique, artificial rhetoric taught in the 
school of Antiphon.* 

§ 2. As an historian, Thucydides is so far from belonging to the same 
class as the Ionian logographi, of whom Herodotus was the chief, that he 
may rather be considered as having commenced an entirely new class of 
historical writing. He was acquainted with the works of several of ‘these 
Tonians (whether or not with that of Herodotus is doubtful +), but he men- 
tions them only to throw them aside as uncritical, fabulous, and designed 
for amusement rather than instruction. Thucydides directed his attention 
to the public speeches delivered in the public assemblies and the law- 
courts of Greece: this was the foundation of his history, in regard both 
to its form and its materials. While the earlier historians aimed at 
giving a vivid picture of all that fell under the cognizance of the senses 
by describing the situation and products of different countries, the peculiar 
customs of different nations, the works of art found in different places, 
and the military expeditions which were undertaken at different periods ; 
and, while they endeavoured to represent a superior power ruling with 
infinite authority over the destinies of people and princes, the attention 
of Thucydides was directed to human action as it is developed from the 
character and situations of the individual, as it operates on the condition 
of the world in general. In accordance with this object, there is a unity 
of action in his work ; it is an historical drama, a great law-suit, the 
parties to which are the belligerent republics, ana the object of which 
is the Athenian domination over Greece. It is very remarkable that 
Thucydides, who created this kind of history, should have conceived the 
idea more clearly and vigorously than any of those who followed in his 
steps. His work was destined to be only the history of the Peloponnesian 
war, not the history of Greece during the Peloponnesian war : conse- 


* The relation between Thucydides and Pericles is recognized by Wyttenbach, 
who, in the preface to his Ecloge Historice, justly remarks: Thucydides ita se ad 
Periclis imitationen composuisse videtur, ut, quum scriptum viri nullum eustet, ejus 
eloquentie formam effigiemque per totum listorie opus expressam posteritati: ser- 
varet. On the teaching of Antiphon, see Chap. XXXIIT. § 3. 

+ The supposed references to Herodotus in I. 20, II. 8. 97, are not quite clear ; 
in the history of the murder of Hipparchus, which Thucydides refers to twice 
(1 20., VI. 54—59), in order to correct the false opinions of his contemporarics, 
Herodotus agrees almost entirely with him, and is free from those false opinions : 
see Herodotus, V. 55, VI. 123. Whucydides would probably have written differ- 
ently on several points had he been acquainted with the work of Herodotus, 
especially the passages, I. 74, II 8. Comp. above Chap. XIX. § 3. 
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quently, he had excluded everything pertaining either to the foreign 
relations or the internal policy of the different states which did not bear 
upon the great contest for the Hegemony, or chief power in Greece: but, 
on the other hand, he has admitted everything, to whatever part of Hellas 
it referred, which was connected with this strife of nations. From the 
first, Thucydides had considered this war as a great event in the history 
of the world, as one which could not be ended without deciding the 
question, whether Athens was to become a great empire, or whether 
she was to be reduced to the condition of an ordinary Greek republic, 
surrounded by many others equally free and equally powerful: he could 
not but see that the peace of Nicias, which was concluded after the first 
ten years of the war, had not really put an end to it; that it was but 
interrupted by an equivocal and ill-observed armistice, and that it 
broke out afresh during the Sicilian expedition: with the zeal of an 
interested party, and with all the power of truth, he shows that all this 
was one great contest, and that the peace was not a real one.* 

§ 3. Thucydides has distributed and arranged his materials according 
to this conception of his subjeet. The war itself is divided according to 
the mode in which it was carried on, and which was regulated among 
the Greeks, more than with us, by the seasons of the year: the campaigns 
were limited to the summer; the winter was spent in preparing the 
armaments and in negotiation. As the Greeks had no general era, and 
as the calendar of each country was arranged according to some peculiar 
cycle, Thucydides takes his chronological dates from the sequence of 
the seasons, and from the state of the corn-lands, which had a consi 
derable influence on the military proceedings; such expressions as, 
“when the corn was in ear,”’ or “ when the corn was ripe,” + were suffi- 
cient to mark the coherence of events with all needful accuracy. In his 
history of the different campaigns, Thucydides endeayours to avoid 
interruptions to the thread of his narrative: in describing any expedition, 
whether by land or sea, he tries to keep the whole together, and prefers 
to violate the order of time, either by going back or by anticipating 
future events, in order to escape the confusion resulting from continually 
-breaking off and beginning again. That long and protracted affairs, like 
‘the sieges of Potidsea and Platea, must recur in different parts of the 
history is unavoidable; indeed it could not be otherwise, even if the 
distribution into summers and winters could have been given up.{ For 
transactions like the siege of Potideea cannot be brought to an end in 
a luminous and satisfactory manner without a complete view of the 
position of the belligerent powers, which prevented the besieged from 


* Thucyd. V. 26. 1 ase) bxBorhy cirov, dxuwdlovres tod cirov, &e, 
t This is in answer to the censures of Dionysius, de Thucydide judicium. c. IX. 
T. 826, Reiske, 
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receiving succour. The careful reader of Thucydides will never be 
disturbed by any violent break in the history: and the event which, 
considered as one, was the most momentous in the whole war, and 
which the author has invested with the most lively interest, —namely, 
the Athenian expedition to Sicily, with its happy commencement and 
rulous termination,—is told with but few (and those short) digressions.* 
The whole work, if it had been completed, would resolve itself into three 
nearly equal divisions: I. The war up to the peace of Nicias, which 
from the forays of the Spartans under Archidamus is called the Archi- 
damian war; II. The restless movements among the Greek states after 
the peace of Nicias, and the commencement of the Sicilian expedition ; 
III. The renewed war with the Peloponnesus, called by the ancients the 
Decelean war, down to the fall of Athens. According to the division 
into books, which, though not made by Thucydides, proceeded from an 
arrangement by some intelligent grammarians, the first third is made up 
of books II. III. IV.; the second of books V. VI. VII.; of the third, 
Thucydides himself has completed only one book, the VIIIth. 

§ 4. In discussing the manner im which Thucydides distributed and 
arranged his materials, we have still to speak of the lst book; indeed 
this demands a more particular consideration, because its arrangement 
depends less upon the subject itself than upon Thucydides’ peculiar 
reflections. The author begins with asserting that the Peloponnesian 
war was the greatest event that had happened within the memory of 
man, and establishes this by a retrospective survey of the more ancient 
history of Greece, including the Persian war. He goes through the 
oldest period, the traditions of the Trojan war, the centuries immediately 
following that event, and, finally, the Persian mvasion, and shows that 
all previous undertakings wanted the external resources which were 
brought into play during the Peloponnesian war, because they were 
deficient in two things,—money and a navy,t—which did not arise 
among the Greeks till a late period, and developed themselves only by 
slow degrees. In this way Thucydides applies historically the maxims 
which Pericles had practically impressed upon the Athenians, that 
money and ships, not territory and population, ought to be made the. 
basis of their power; and the Peloponnesian war itself appeared to 
him a great proof of this position, because the Peloponnesians, notwith- 
standing their superiority in extent of country and in the number of their 
free citizens, so long fought with Athens at a disadvantage till their 
alliance with Persia had furnished them with abundant: pecuniary re- 
sources, and thus enabled them to collect and maintain a considerable 


* How happily even these digressions are interwoven with the narrative of the 
Sicilian expedition; e. g., the calamities produced at Athens by the occupation of 
Decelea, and the horrible massacre at Mycalessus by the Thracian mercenaries 
(Thucyd. VII. 27—30) + xonpera Kad VLUTIHOV. 
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fleet.* Having shown by this comparison the importance of his subject, 
and having given a short account of the manner in which he intended to 
treat it, the historian proceeds to discuss the causes which led to the 
war. He divides these into two classes ;—the immediate causes or those 
which lay on the surface, and those which lay deeper and were not 
alleged by the parties. + The first consisted of the negotiations between 
Athens and Corinth on the subject of Corcyra and Potidsa, and the 
consequent complaint of the Corimthians in Sparta, by which the Lace- 
demonians were induced to declare that Athens had broken the treaty. 
The second lay in the fear which the growing power of Athens had 
inspired, and by which the Lacedemonians were compelled to make war 
as the only pledge of security to the Peloponnese. This leads the his- 
torian to point out the origin of this power, and to give a general view 
of the military and political occurrences by which Athens, from being 
the chosen leader of the insular and Asiatic Greeks against the Persians, 
became the absolute sovereign of all the Archipelago and its coasts. 
Connecting these remarks on the causes of the war with the preceding 
discussion, we clearly see that Thucydides designed to give a concise 
sketch of the history of Greece, at least of that part which seemed the 
most important to him, namely, the developement of the power depending 
on money and shipping ; in order that the causes of the great drama of 
the Peloponnesian war, and the condition and circumstances of the 
states which play the principal part in it, may be known to the reader. 
But Thucydides directs all his efforts to a description of the war 
itself, and in this aims at a true conception of its causes, not a 
mere delineation of its effects; accordingly, he arranges these ante- 
cedent events according to general ideas, and to these he is willing to 
sacrifice the chronological steps by which the more deeply rooted cause 
of the war (2. e. the growth of the Athenian power) connected itself with 
the account of the weakness of Greece in the olden time, given in the 
first part of the book. 

The third part of the first book contains the negotiations of the 
Peloponnesian confederacy with its different members and with Athens, 
in consequence of which it was decided to declare war; but even in this 
part we may discern the purpose of Thueydides,—though he has partially 
concealed his object,—to give the reader a clear conception of the earlier 
occurrences ou which depended the existing condition of Greece, and 


* Thucydides’ reasoning is obviously a correct one in reference to the policy of 
a state which, like Athens, was desirous of founding its power on the sovereignty 
of the coasts of the Mediterranean: but states which, like Macedon and Rome, 
strengthened themselves by a conquest of inland nations and great masses of the 
continent before they proceeded to contest the sovereignty of the coasts of the 
Mediterranean, had y% xa) c#uere for the basis of their power, and the Xenjucer as 
eal vevrixoy afterwards accrued to them naturally. 

T airias Pavegat.—apaves. 
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especially the dominion of Athens. In these negotiations, among other 
things, the Athenians call upon the Lacedeemonians to liberate themselves 
from the pollution which they had incurred by putting Pausanias to death 
in the temple of Pallas ; upon this the historian relates the treasonable 
undertaking of Pausanias and his downfal: with which he connects, as a 
mere episode, an account of the last days of Themistocles. The fact that 
Themistocles was involved in the ruin of Pausanias is not sufficient to 
justify the insertion of this episode ; but the object of Thucydides is to 
present the reader with the last and least known occurrences in the life 
of this great man, who was the author of the naval power and peculiar 
policy of Athens; and in this to take an opportunity of paying the full 
tribute of just appreciation to the greatness of his intellectual character.* 
§ 5. Thus much may suffice for the general distribution and plan of 
the work ; we now tum to the manner in which he has treated his 
materials. The history of Thucydides is not a compilation from books, 
but is drawn immediately from the life, from the author’s own observa- 
tion, and from oral communications ; it is the first written record of an 
eye-witness, and bears the stamp of fresh and living truth, which can 
only appear in a history of this kind. Thucydides, as he tells us himself, 
foresaw what kind of a war it would be, and commenced his descriptions 
with the war itself: + in its progress, he sct down the different events as 
they occurred, either from his own experience or from careful informa- 
tion, which he derived, not without much trouble and expense, from 
persons of both parties ; t and he laboured at his history partly in Athens 
before his banishment, and partly in Scapte-Hyle during his exile. At 
the latter place the plane-tree under which Thucydides used to write was 
shown long after his death. All that he wrote in this way, during the 
course of the war, was only a preliminary labour, of the nature of our 
Memoirs ; § he did not commence the actual arrangement of his materials 
till after the end of the war, when he was again residing in his native 
country. This is shown partly by the frequent references to the duration, 
the issue, and the general connexion of the war; | but especially by the 
fact that the history was left unfinished ; whence we may conclude, that 
the memoirs which Thucydides had written during the war, and which 
necessarily extended to the surrender of Athens, were not so complete as 
to supply the defects of the work. There is much plausibility, too, in 
the statement, that of the work, as it has come down to us, the last book 
was left incomplete at the death of the author, and was expanded by the 
copyist and first added to the others by a daughter of Thucydides, or hy: 


* See Thucyd., I. 138. FLL. ekdpevos bls xuSiorupeve. 

+ See Thucyd., V. 26; VII. 44. Comp. Marcellinus, § 21. 

§ These are called by the ancients, dromipura, or commentaru rerum gestarum 

|| See Thucyd., I. 13, 93; 11.65; V.26, The tone of many passages, too, is 
sueh that we may clearly see that the historian is writing in the time of the pew 
Spartan hegemony: this applies particularly to Diihide 
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Xenophon: only we must not seek to raise any doubt as to the genuine- 
ness of the VIIIth book ; all that we are entitled to do is to explain, on 
this hypothesis, certain differences in the composition, and to infer from 
this that the work wants the last touches of the master’s hand.* 

§ 6. We cannot form any opinion as to the manner in which Thucy- 
dides collected, compared, examined, and put together his materials, for 
the oral traditions of the time are lost: but, if perfect clearness in 
the narrative; if the consistency of every detail as well with other parts 
of the history as with all we know from other sources of the state of 
affairs at that time; if the harmony of all that he tells with the laws of 
nature and with the known characters of the persons of whom he writes ; 
if all this furnishes a security for the truth and fidelity of an historian, we 
have this guarantce in its most ample form in the work of Thucydides. 
The ancients, who were very strict in estimating the characters of their 
own historians, and who had questioned the veracity of most of them, 
are unanimous in recognizing the accuracy and trustworthiness of Thucy- 
dides, and the plan of his work, considered in the spirit of a rhetorician 
of the time, fully justifies his principle of keeping to a statement of the 
truth: even the singular reproach that he has chosen too melancholy a 
subject, and that he has not considered the glory of his countrymen im 
this selection, becomes, when properly considered, an encomium on his 
strict historical fidelity. The deviations of later historians, especially 
Diodorus and Plutarch, upon close scrutiny, confirm the accuracy of 
Thucydides ;+ and, in all the points of contact between them, in charac- 
terizing the statesmen of the day and in describing the position of Athens 
at different times, Thucydides and Aristophanes have all the agreement 
which we could expect between the bold caricatures of the comedian and 
the accurate pictures of the historian. Indeed we will venture to say, 
that there is no period of history which stands before us with the same 
distinctness with which the first twenty-one years of the Peloponnesian 
war are presented to us in the work of Thucydides, where we are led 
through every circumstance in all its essential details, in its grounds and 
occasion, in its progress and results, with the utmost confidence in the 
guiding hand of the historian. The only thing sim lar to it in Roman 
history is Sallust’s account of the Jugurthan war and of the Catilinarian 
conspiracy. The remains of Tacitus’ contemporary history (the His- 
toric), although equally complete in the details, are very inferior in 
clear and definite narratives of fact. Tacitus hastens from one exciting 
occurrence to another, without waiting to give an adequate account of 


* On the speeches wanting in this book, see below, § 11. 


+ Diodorus, in the history of the period between the Persian and Peloponnesian 


wars, though he adopts the annalistic mode of reckoning, is far from being as exact 


as Thueydides, who only gives a few notes of time. All that we can use in Diodorus 
is his leading dates, successions of kings, years of the deaths of individuals, &e. 
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the more common events connected with them.* Thucydides him- 
self designed his work for those who wish to learn the truth of what 
has happened, and to know what is most for their interest in reference 
to the similar cases, which, according to the course of human affairs, 
must again occur; for such persons Thucydides bequeaths his book 
as a lasting study.t In this there is au early indication of the 
tendency to pragmatical hislory, in which the chief object was the train- 
ing of generals and statesmen,—in a word, the practical application of 
the work ; while the narration of events was regarded as merely a means 
to an end: such a pragmatical history we shall find in the later ages of 
ancient literature. 

§ 7. Thucydides would never have been able to atiain this truth and 
clearness in his history had he contented himself with merely setting 
down the simple testimonies of eye-witnesses, who described what they 
saw and felt, and had only inserted here and there his own views and 
reasonings. Its credibility rests mainly on the cir-umstance, that 
Thucydides, as well by education as by his natural abilities, was 
capable of inferring, from the conduct of the persons who figure in his 
history, the motives which actuated them on every occasion. It is only 
in particular cases, where he expressly mentions his doubts, that Thucy- 
dides leaves us in the dark with regard to the motives of the persons 
whose actions he describes ; and he gives us these motives, not as matter 
of supposition and conjecture, but as matter of fact. As an honest 
and conscientious man, he could not have done this unless he had 
been convinced that these views and considerations. and these alone, 
had guided the persons in question. Thucydides very seldom delivers 
his own opinion, as such; still more rarely does he pronounce sentence 
on the morality or immorality of a given action. Every person who 
appears in this history has a strongly marked character, and the more 
significant his share in the main action, so much the more clearly is he 
stamped with the mark of individuality; and though we cannot but 
admire the skill and power with which Thucydides is able to sum up in 
a few words the characters of certain individuals, such as Themistocles, 
Pericles, Brasidas, Nicias, Alcibiades, yet we must admire still more the 
nicety with which he has kept up and carried out all the characters, in 
every feature of their actions, and of the thoughts and opinions which 


guided them.} ° 


* For instance, it is extremely difficult to get an entirely clear conception of the 
war in Upper-Italy, between the partisans of Otho and eats 

+ This is the meaning of the celebrated uri ts ctl, I. 22: it oes not mean an 
everlasting memorial or monument. Thucydides opposes his work, heer people 
were to keep by them ae read over aie Res Sees to a composition which was 

si ify an audience on one occas J. 
Sot pes aiiges pails Thucydides dewas ntoygupiea, as Sophocles, among the poets, 
was also renowned for the rforoutiy. 
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§ 8. The most decided and the boldest proof which Thucydides has 
given of his intention to set forth the events of the war in all their secret 
workings, is manifested in that part of his history which is most pecu- 
liarly his own—the speeches. It is true that these speeches, given in 
the words of the speakers, are much more natural to an ancient historian 
than they would be to one at the present day. Speeches delivered in the 
public assembly, in federal mectings, or before the army, were often, by 
virtue of the consequences springing from them, important events, and 
at the same time so public, that nothing but the infirmities of human 
memory could prevent them from being preserved and communicated 
to others. Hence it came to pass, that the Greeks, who in the greater 
liveliness of their disposition were accustomed to look to the form as well 
as to the substance of every public communication, in relating the circum- 
stancé were not content with giving an abstract of the subject of the 
speech, or the opinions of the speaker in their own words, but introduced 
the orator himself as speaking. As in such a case, the narrator supplied 
a good deal from his own head, when his memory could not make good 
the deficiency; so Thucydides does not give us an exact report of the 
speeches which he introduces, because he could not have recollected per- 
fectly even those which he heard himself. He explains his own inten- 
tion in this matter, by telling us that he endeavoured to keep as closely 
as possible to the true report of what was actually said ; but, when this 
was unattainable, he had made the parties speak what was most to the 
purpose in reference to the matter in hand.* We must, however, go a 
step further than Thucydides, and concede to him greater freedom from 
literal tradition than he was perhaps conscious of himself. The speeches 
in Thucydides contain a sum of the motives and causes which led to 
the principal transactions ; nam ly, the opinions of individuals and of the 
different parties in a state, from which these transactions sprung. 
Speeches are introduced whenever he thinks it necessary to introduce 
such a developement of causes: when there is no such necessity, the 
speeches are omitted; though perhaps just as many were actually deli- 
vered in the one case as in the other. Accordingly the speeches 
which he has given contain, in a summary form, much that was 
really spoken on various occasions; as, for imstance, in the second 
debate in the Athenian assembly about the mode of treating the con- 
quered Mitylenzans, in which the decree that was really acted on was 
passed by the people; in this the opinions of the opposing parties—the 
violently tyrannical, and the milder and more humane paity—are pour- 
trayed in the speeches of Cleon and Diodotus, though Cleon had, the 
day before, carried the first inhuman decree against the Mitylenzeans,+ 
and in so doing had doubtless said much in support of his motion which 


© re dtovTa parirre, Thucyd. I. 22. y+ Thueyd. II]. 36. 
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Thucydides has probably introduced into his speech in the second day’s 
debate.* In one passage, Thucydides gives us a dialogue instead of a 
speech, because the circumstances scarcely admitted of any public 
harangue : this occurs in the negotiations between the Athenians and the 
council of Melos, before the Athenian attack upon this Dorian island, 
after the peace of Nicias: but Thucydides takes this opportunity of 
stating the point at which the Athenians had arrived in the grasping, 
selfish, and tyrannical policy, which guided their dealings with the minor 
states. + : 

§ 9. It is unnecessary to mention that we must not look for any 
mimic representation im the speeches of Thucydides, “any attempt to 
depict the mode of speaking peculiar to different nations and individuals ; 
if he had done this, his whole work would have lost its unity of tone and 
its harmony of colouring. Thucydides goes into the characteristics of 
the persons whom he introduces as speaking, only so far as the general 
law of his history permits. In setting forth the views of his speakers, 
he has regard to their character, not only in the contents and subject 
of the speeches which he assigns to them, but also in the mode in which 
he developes and connccts their thoughts. To take the first book alone, 
we have adinirable pictures of the Corcyraeans, who only maintain the 
mutual advantages resulting from their alliance with Athens; of the 
Corinthians, who rely in some degree on moral grounds; of the discre- 
tion, mature wisdom, and noble simplicity of the excellent Archidamus ; 
and of the haughty self-confidence of the Ephor Sthenelaidas, a Spartan 
of the lower order: the tone of the composition agrees entirely with the 
views and fundamental ideas of their speeches; as, for instance, the 
searching copiousness of Archidamus and the cutting brevity of Sthene- 
laidas. The chief concern of Thucydides in the composition of these 
speeches was to exhibit the principles which guided the conduct of the 
persons of whom he is writing, and to allow their opinions to exlubit, 
confirm, and justify or exculpate themselves. This is done with such 
intrinsic truth and consi:tency, the historian identifies himself so entirely 
with the characters which he describes, and gives such support and 
plausibility to their views and sentiments, that we may be sure that the 


* The speeches often stand in a relation to one another which could not have 
been justified by existing cireumstances. hus, the speech of the Corinthians 
in I. 120 seqq., is a direct answer to the speech of Archidamus in the Spartan 
assembly, and to that of Pericles at Athens, although the Corinthians did not hear 
either of them. The reason of this relation is, that the speech of the Corinthians 
expresses the hopes of victory entertained by one portion of the Peloponnesians,, 
while Archidamus and Pericles view the unfavourable position of the Peloponnese 
with equal clearness, but from different points of yiew. Compare also the remarks, 
on the speeches of Pericles in Chap. XX XI. y ; 

+ Dionysius says (de Thucyd, judic., p. 91V), that the principles un folded in this 
dialogue are suited to barbarians and not to Athenians, and blames Thucydides 
most violently for introducing them : but these were really the principles on whick 
the Athenians acted, 
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persons themselves could not have pleaded their own cause better under 
the immediate influence of their interests and passions. It must imdeed 
be allowed, that this wonderful quality of the historian is partly due to 
the sophistical exercises, which taught the art of speaking for both 
parties, for the bad as well as the good; but the application which 
Thucydides made of this art was the best and most beneficial that could 
be conceived ; and it is obvious, that there can be no true history unless 
we presume such a faculty of assuming the characters of the persons 
described, and giving some kind of justification to the most opposite 
opinions, for without this the force of opinions can never be adequately 
represented. Thucydides developes the principles which guided the 
Athenians in their dealings with their allies with such a consistent 
train of reasoning, that we are almost compelled to assent to the truth 
of the argument. In a series of speeches, occurring in very different 
parts of the history, but so connected with one another that we cannot 
fail to recognize in them a continuation of the same reasoning and a 
progressive confirmation of those principles, the Athenians show that 
they did not gain their power by violence, but were compelled by the 
force of circumstances to give it the furm of a protectorate; that in the 
existing state of things they could not relinquish this protectorate without 
hazard.ng their own existence; that as this protectorate had become a 
tyranny, it must be maintained by vigour and severity ; that humanity 
and equity could only be appealed to m dealings with an equal, who had 
an opportunity of requiting benefits conferred upon him ;* till at last, in 
the dialogue with the Melians, the Athenians assert the right of the 
stronger as a law of nature, and rest their demand, that the Melians 
should become subject to them, on this principle alone. ‘‘ We desire 
and do,” say they, “ only what is consistent with all that men conceive 
of the gods and desire for themselves. For as we believe it of the gods, 
so we clearly perceive im the case of men, that all who have the power 
are constrained by a necessity of nature to govern and command. We 
did not invent this law, nor were we the first to avail ourselves of it ; 
but since we have received it as a law already established and in full 
force, and since we shall leave it as a perpetual inheritance to those who 
come after us, we intend, on the present occasion, to act in accordance 
with it, because we know that you and all others would act in the same 
manner if you possessed the same power.” + These principles, according 
to which no doubt Greeks and other men had acted before them, though 
perhaps under some cloak or disguise of justice, are so coolly propounded 


* Thucyd. III. 37. 40. This is said by Cleon, who, in the case in question, 
was defeated by the more humane party of Diodotus; but this exception, made in 
the case of the Mitylenwans, remained an exception in favour of humanity; asa 
general rule, the spirit of Cleon predominated in the foreign policy of Atens. 

+ Thucyd. V. 105, eecording to Dr. Arnold's correct interpretation. 
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by the historian im this dialogue, he has delivered them so calmly and 
dispassionately, so absolutely without any expression of his own opinion 
to the contrary, that we are almost led to believe that Thucydides 
recognized the right of the strongest as the only rule of politics. 
But there is clearly a wide difference between the modes of thinking 
and acting which Thucydides describes with such indifference as pre~ 
valent in Athens, and his own convictions as to what was for the 
advantage of mankind in general and of his ow countrymen in par- 
ticular. How little Thucydides, as an honest man, approved of the 
maxims of Athenian policy established in his own time, is clear from his 
striking and instructive picture of the changes which took place in the 
political conduct of the different states after the first years of the war, in 
consequence chiefly of the domestic strife of factions—changes which 
Thucydides never intended to represent as beneficial, for he says of them, 
that “simplicity of character, which is the principal ingredient in a nob!e 
nature, was in those days ridiculed and banished from the world.” * 
The panegyric on the Athenian democracy and on their mode of living, 
which occurs chiefly in the funeral oration of Pericles, is modified consi- 
derably by the assertion of Thucydides, that the government of the Five- 
thousand was the best administered constitution which the Athenians had 
enjoyed in his time ;t and also by the incidental remark that the Lace- 
dzemonians and Chians alone, so far as he knew, were the only people 
who had been able to unite moderation and discretion with their good 
foitune.} And thus, in general, we must draw a distinction between the 
sound and serious morality of Thucydides and the impartial love of truth, 
which led him to paint the world as it was; and we must not deny 
him a deep religious feeling, because his plan was to describe human 
affairs according to their relation of cause and effect ; and because, while 
he took account of the belief of others as a motive of their actions, he 
does not obtrude his own belief on the subject. Religion, mythology, and 
poetry, are subjects which Thucydides, with a somewhat partial view of the 
matter, § sets aside as foreign to the business of a historian; and we may 
justly regard him as the Anaxagoras of history, for he has detached the 
workings of Providence from the chain of causes which influence the 
life of man as distinctly and decidedly as the Ionian ph.losopher separated 
the votc from the powers which operate on the material world. || 

§ 10, The style and peculiar diction of Thucydides are so closely 


* TIL. 83: 7d ender, oD rd yevvecion rreivrov werinil, xarayenucdey rPaviodn. 

7 Thueyd. VIII. 97. t Thucyd. VIII. 24. 

§ It would be easy to show that Thucydides sets too low a value on the old 
civilization of Greece, and, in general, the first part of the first book, the introduc- 
tion properly so called, as it is written to establish a general proposition for which 
Thucydides pleads as an adyocate, does not exhibit those unprejudiced views for 
which the main part of the work is so peculiarly distinguished, 

|| See Vol. I., p. 247. 
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connected with the character of his history, and are so remarkable in 
themselves, that we cannot but make an attempt, notwithstanding the 
necessary brevity of this sketch, to set them before the reader in their 
main features. 

We think we have already approximated to a right conception of this 
peculiar style, in the remark, that in Thucydides the concise and preg- 
nant oratory of Pericles was combined with the antique and vigorous but 
artificial style of Antiphon’s rhetoric. 

In the use of words, Thucydides is distinct and precise, and every 
word which he uses is significant and expressive. Even in him this 
degenerates, In some passages, into an attempt to make distinctions, after 
the manner of Prodicus, in the use of nearly synonymous words. * 

This definiteness of expression is aided by great copiousness of 
diction, and in this, Thucydides, like Antiphon, uses a great number 
of antique, poetical words, not for the mere purpose of ornament, as is 
the case with Gorgias, but because the language of the day sanctioned 
the use of these pithy and express ve phrases.t In his dialect, Thucy- 
dides kept closer to the old Attic forms than his contemporaries among 
the comic poets. } 

Similarly, the constructions im Thucydides are marked by a freedom, 
which, on the whole, is more suitable to antique poetry than to prose ; 
and this has enabled him to form connexions of ideas, without an admix- 
ture of superfluous words, which disturb the connexion, and, conse- 
quently, with greater distinctness than would be possible with more 
limited and regular constructions. An instance of this is the liberty of 
construing verbal-nouns in the same way as the verbs from which they 
are derived.§ These, and other things of the same kind, produce that 
rapidity of description, as the ancients call it,|| which hits the mark at 
once, 

In the order of the words, too, Thucydides takes a liberty which is 
generally conceded to poets alone; inasmuch as he sometimes arranges 
the ideas rather according to their real connexion or contrast than 
according to the grammatical construction. 4 


Sal Gore Tl 62>. Lil Gs sok 

+ These expressions, which had become obsolete in the mean time, were called 
in later times yadera:; hence, Dionysius complains of the yawcrnwariméy in the 
style of Thucydides. 

t See Chap. X XVII. at the end. 

) This is the origin of such expressions as the following: 4 ob repirsigiois, “ the 
circumstance that a hostile city was not surrounded by walts of circumyallation ;” 
70 “bro bard aaxdvray dig deen, ‘the case in which every individual, each for 
himself, entertains the same opinion ;” 4 dxiwddva< dovrsia (not the same as dzivdusos), 
“a state of slavery in which one can live comfortably and free from all appre- 
hensions.”’ 

|| réxos Hs onwarias. 

Asin ITT 89: used ray rorAtuiwraray hues ordvees dia bcigns, Where the 
first words are placed together for the sake of contrast. 
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In the connection of his sentences there is sometimes an inequality and 
harshness,* very different from the smooth and polished style of later 
times. Moreover he does not avoid using different grammatical forms 
(cases and moods) in the corresponding members of the sentence, + or 
allowing rapid changes in the grammatical structure, which are often not 
expressly indicated but tacitly introduced, an expression required by the 
sentence being supplied from another similar one. { 

§ 11. The structure of periods in Thucydides, like that of Antiphon, 
stands half-way between the loose connexion of sentences in the Ionian 
writers and the periodic style which subsequently developed itself at 
Athens. The greater power and energy in the combination of thoughts 
is manifested by the greater length of the sentences. In Thucydides 
there are two species of periods, which are both of them equally chayac- 
teristic of his style. In one of them, which may be termed the descend- 
ing period, the action, or result, is placed first, and is immediately 
followed by the causes or motives expressed by causal-sentences, or 
participles, which are again confirmed by similar forms of speech. § 
The other form, the ascending period, begins with the primary cir- 
cumstances, developing from them all sorts of consequences, or re- 
flexions referring to them, and concludes, often after a long chain of 
consequences, with the result, the determination, or the action itself. |f 
Both descriptions of periods produce a feeling of difficulty, and require 
to be read twice in order to be understood clearly and in all respects ; 
it is possible to make them more immediately intelligible, more con- 
venient and pleasant to read, by breaking them up into the smaller 
clauses suggested by the pauses in the sentence; but then we shall be 
forced to confess that when the difficulty is once overcome, the form 
chosen by Thucydides conveys the strongest impression of a unity of 
thought and a combined working of every part to produce one result. 

This mode of constructing the sentence is peculiar to the historical 
style of Thucydides: but he resembles the other writers of the age in 


* dyupudin, TeULuThs. 

+ e.g., when he connects by zai two different constructions of cases, as the 
grounds of an action, or when, after the same final or conditional particle, he places 
first the conjunctive, and then the optative, in which the distinction is obyious.— 
[See Arnold’s Thucydides, III. 22.—Ep.] ; 

_ t The sxiua xeis ri onvaswiyevo, also the dao xo, is very common in Thuey- 
dides. 

§ Examples, I. 1: Oouxudidns Zuvtyoals x.7.2. I. 25: Koglivbias 08 nare 40 dixasov— 
Hoyovra worewsiy* and everywhere. 

Examples, I. 2: ras yao toooias x72. 1. 58: Mordastiras ds riupavees x.7.d. 
IV. 73, 74: of yao Meyaots—toxovras. It is interesting to observe how Dionysius 
(de Thucyd. judic., p. 872) subjects these ascending periods to his criticism, and 
resolves them into more intelligible and pleasing, but less vigorous forms, by 
taking out of the middle a number of the subordinate clauses and adding them, by 
way of appendix, at the end. Antiphon resembles Thucydides in this particular 
also; e.g. in the sentence (Tvtral. J. a. § 6): ix warnsot yag x.7.d. 
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the symmetrical structure which prevails in his speeches, in separating 
and contrasting the different ideas, in comparing and discriminating, in 
looking backwards and forwards at the same time, and so producing a 
sort of equilibrium both in the diction and in the thoughts. As we have 
already said, in speaking of Antiphon, this antithetical style is not mere 
mannerism; it is a natural product of the acuteness of the people 
of Attica; but at the same time it is not to be denied, that under 
the influence of the sophistical rhetoric it degenerated into a sort of 
mannerism ; and Thucydides himself is full of artifices of such a nature 
that we are sometimes at a loss whether we are to admire his refined dis- 
crimination, or wonder at his antique and affected ornaments,—especially 
when the outward graces of Isocola, Homeoteleuta, Parecheses, &c., are 
superadded to the real contrasts of thoughts and ideas.* 

On the other hand, Thucydides, even more than Antiphon, is free 
from all those irregularities of diction which proceed from passion or 
dissimulation ; he is conspicuous for a sort of equable tranquillity, which 
cannot be better described than by comparing it to that sublime serenity 
of soul which marks the features of al] the gods and heroes sculptured 
by Phidias and his school. It is not an imperfection of language, it is 
rather a mark of dignity, which predominates in every expression, and 
which, even in the most perilous straits which necessarily called into play 
every passion and emotion—fear and anguish, indignation and hatred-— 
even in these cases, bids the speaker maintain a tone of moderation and re- 
flexion, and, above all, constrains him to content himself with a plain and 
impressive statement of the affair which he has in hand. What passionate 
declamation a later rhetorician would have put into the mouths of the 
Theban and Platean orators, when the latter are pleading for life and 
death against the former before the Spartans, and yet Thucydides intro- 
duces only one burst of emotion: “ Have you not done a dreadful 
deed ?”’ + 

It will readily be imagined, on the slightest comparison between these 
speeches and those of Lysias, how strange this style and this eloquence 
—with its fulness of thoughts, its terse and nervous diction, and its con- 
nexions of sentences not to be understood without the closest attention— 
must have appeared to the Athenians, even at the time when the work 


: i As when Thucydides says (IV. 61): of  txixaAnros tbogsras adixos 
idovrss, EvAyws daeuaxros &riaciy 4. e, “and thus those who with specious 
pretexts came here on an unjust invitation, will be sent away on good grounds 
without having effected their object.” We have other examples in I. Tig 144; 
se 38. nia Se ; Are 108. The old rhetoricians often speak of these eytwera ris 
Asgews In Thucydides ; Dionysius thinks them mweex/wdn, puertlia. Compare Aulus 
Gellius, N. A., XVIIL. 8. si : 

+ as of dewa sigyaods; III. 66. There is a good deal more liveliness and cheer- 
fulness (probably intended to characterize the speaker) in the oration of Athena- 
goras, the leader of the democratic party at Syracuse. (Thucyd. VI. 38, 39.) 
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of Thucydides first began to attract notice. In reference to the speeches, 
Cratippus—a continuer of the history—was perhaps right when he as- 
signed, as a reason for the omission of speeches in the VIIIth book, that 
Thucydides found them no longer suited to the prevailing taste.* Even 
at that time these speeches must have produced much the same effect 
upon the Attic taste as that which Cicero, at a later period, endeavoured 
to convey to the Romans, by comparing the style of Thucydides with 
old, sour, and heavy Falernian.t Thucydides was scarcely easier to the 
later Greeks and Romans than he is to the Greek scholars of the present 
time ; nay, when Cicero declares that he finds the speeches in his history 
almost unintelligible, modern philologers may well congratulate them- 
selves that they have surmounted all these difficulties, and left scarcely 
anything in them unexplained or misunderstood. 


CHAPTER XXXvV. 


§ 1. Events which followed the Peloponnesian war. The adventures of Lysias. 
Leading epochs of his life. § 2. The earlier sophistical rhetoric of Lysias. § 3, 
The style of this rhetoric preserved in his later panegyrical speeches. § 4. Change 
in the oratory of Lysias produced by his own impulses and by his employment 
as a writer of speeches for private individuals. § 5. Analysis of his speech 
against Agoratus. § 6. General view of his extant orations. 


§ 1. Tue Peloponnesian war, terminating, as it did, after enormous and 
unexampled military efforts, in the downfall of the power of Athens, 
was succeeded by a period of exhaustion and repose. Freedom and 
democracy were indeed restored by Thrasybulus and his party, but 
Athens had ceased to be the capital of a great empire, the sovereign of 
the sea and of the coasts; and it was only by the prudence of Conon that 
she recovered even a part of her former supremacy. The fine arts which, 
in the time of Pericles, had been carried to such perfection by Phidias 
and his schoo., were checked in their further progress; and did not 
resume their former vigour till a generation later (Ol. 102. 3.c. 372), 
when they sprung up into new life in the later Attic school of _ raxiteles. 
Poetry, in the later tragedy and in the dithyramb, degenerated more and 


* Cratippus, apud Dionys. de Thucyd. judic., c. XVI., p. B47: rois axovovow 
oxy Anoe shya. 
+ Cicero, Brutus 83. § 288. 
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more into rhetorical casuistry or empty bombast. That higher energy, 
which results fromm a consciousness of real greatness, seemed, to have 
vanished from the arts, as it did from the active life of man. 

And yet it was at this very time that prose literature, freed from the 
fetters which had bound it hitherto, began a new career, which led to 
its fairest developement. Lysias and Isocrates (the two young men 
whom Socrates opposes one to another in Plato’s Phedrus, bitterly 
reproaching the former, and forming the most brilliant expectations with 
regard to the latter) gave an entirely new form to oratory by the happy 
alterations which they, in different ways, introduced into the old prose 
style. 

Lysias was descended from a family of distinction at Syracuse. His 
father, Cephalus, was persuaded by Pericles to settle at Athens, where 
he lived 30 years :* he is introduced in Plato’s Republic, about the year 
Ol. 92, 2. B.c. 411,t as a very old man, respected and loved by all 
about him. When the great colony of Thurii was founded by an union 
of nearly all Greece (Ol. 84, 1. B.c. 444), Lysias went thither, along 
with his eldest brother Polemarchus, in order to take possession of the 
lot assigned to his family ; at that time he was only 15 years old. At 
Thurii he devoted himself to rhetoric, as taught im the school of the 
Sicilian Sophists ; his instructors were the well-known Tisias, and another 
Syracusan, named Nicias. He did not return to Athens till Ol. 92, 1. 
Bc. 412, and lived there some few years in the house of his father 
Cephalus, till he set up for himself as a professed Sophist. { Although 
he did not enjoy the rights of citizenship at Athens, but was merely a 
resident alien, § he and his whole family were warmly engaged in favour 
of the democracy. On this account, the Thirty compelled his brother 
Polemarchus to drink the cup of hemlock, and Lysias only escaped the 
rage of the tyrants by flying to Megara. He was thus all the more ready 
to aid Thrasybulus and the other champions of freedom at Phyle with the 
remains of his property, and forwarded with all his might the restoration 
of democracy at Athens 

He was now once more settled at Athens as proprietor of a shield- 
manufactory, also teaching rhetoric afier the manner of the Sophists, 


* See Lysias, in Eratosth., § 4. ~ 

t According to the date of the Repudlic, as fixed by Béckh in two Programmes 
of the University of Berlin for the years 1838 and 1839. 

f Avoias 6 copiorns is mentioned in the speech against Newra (p. 1352 Reiske), 
and there is no doubt that the orator is meant. 

§ Méroxos. Thrasybulus wished to have made him a citizen, but circumstances 
did not favour his design, and the orator remained an isorsavs, one of a privileged 
class among the wiraxo. As icoredsis the family had, before the time of the Thirty, 
served as choregi, like the citizens 5 

|| With an obvious manifestation of personal interest, Lysias (in his funeral 


oration, § 66) commemorates the strangers, 7. e. the resident aliens, who fell fighting 
in the Peireus by the side of the liberators of Athens. z 


ef 


LITERATURE OF ANCIENT GREECE. AQT 


when a new career was opened to him by an event which touched him 
very nearly. Eratosthenes, one of the Thirty, wished to avail himself 
of the advantage granted to the Thirty Tyrants under the general am- 
nesty, namely, that it should extend to them also, if they would submit 
to a public inquiry, and so clear themselves of all guilt. Eratosthenes 
relied on having belonged to the more moderate party of Theramenes, 
who, on account of his greater leniency, had fallen a victim to the more 
energetic and violent Critias. And yet it was this very Eratosthenes 
who had, im accordance with a decree of the Thirty, arrested Polemarchus 
in the open street, carried him off to prison, and accomplished his 
judicial murder. When his conduct was submitted to public investi- 
gation,* Lysias came forward in person as his accuser, although, as he 
says himself, he had never before been in court, either on his own busi- 
ness or on that of any other person.t He attacks Eratosthenes, in the 
first instance, on account of his participation in the death of Pole 
marchus and the other misfortunes which he had brought upon his 
family ; and then enters on the whole career and public life of Erato- 
sthenes, who had also belonged to the Four-hundred, and was one of the 
Five Ephori whom the Heteri@, or secret associations, got elected after 
the battle of A2gospotami: and in this he maintains, that Theramenes, 
whose leniency and moderation had been so much extolled, had, by his 
intrigues, been a principal cause of all the calamities that had befallen 
the state. The whole speech is pervaded by a feeling of the strongest 
conviction, and by that natural warmth which we should expect in the 
case of a subject so immediately affecting the speaker. He concludes 
with a most vehement appeal to the judges: “I shall desist from any 
further accusations ; ye have heard, seen, and experienced :—ye know !— 
decide then!” 

§ 2. This speech forms a great epoch in the life of Lysias, in his 
employments and studies, in the style of his oratory, and, we may add, 
in the whole history of Attic prose. Up to that time, Lysias had prac- 
tised rhetoric merely as a Sophist of the Sicilian school, instructing the 
young and composing school-exercises. The peculiarity and manner- 
ism, which must have naturally resulted from such an application of 
eloquence, were the less likely to be escaped in the case of Lysias, as he 
was entirely under the influence of the school which had produced 
Gorgias. Lysias shared with Gorgias in the endeavour to evince the 
power of oratory, by giving probability to the improbable, and credibility 
to the incredible ; hence resulted a love of paradox, and an unnatural and 
forced arrangement of the materials, excessive artifice of ornament in the 
details, and a total want of that natural earnestness which springs from 
conviction and a feeling of truth. The difference between these 


~ , ' sy 
* ciddvn. + ote tuaurod rarere ort Zarorpie monypare wedkas, Lratosth. § 3. 
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teachers of rhetoric consisted in this one feature: that Gorgias, who 
had naturally a taste for smart and glittering ornaments, went much 
farther than Lysias in the attempt to charm the ear with euphonies, 
to captivate the imagination with splendid diction, and to blind the 
understanding with the magic of oratory: whereas Lysias (who was, at 
the bottom, a man of good, plain common sense, and who had imbibed 
the shrewdness and refinement of an Attic mind by his constant intercourse 
with the Athenians, having belonged to their party even at Thuri,*) 
combined, with the usual arts of sophistic oratory, more of his own 
peculiarities—more of subtle novelty in the conception, and more of 
terseness and vigour in the expression. 

We derive this notion of the earlier style of Lysias principally from 
Plato’s Phedrus, one of the earliest works of that great philosopher, t 
the object of which is to exalt the genuine love of truth high above that 
sporting with thoughts and words to which the Sophists confined them- 
selves. The dialogue introduces us to Pheedrus, a young friend of 
Socrates, whom an.essay of Lysias has filled with enthusiastic admiration. 
This essay he reads to Socrates at his request, and partly by serious 
argument, partly by a more sportive vein of reasoning, is led to recognize 
the nothingness of this sort of oratory. It is probable that Plato 
did not borrow the essay in question immediately from Lysias, but 
composed it himself, in order to give a comprehensive specimen of the 
faults which he wished to point out. Its theme is, to persuade a beauti- 
ful youth that he should bestow his affections upon one who loved him 
not, rather than upon a lover. As the subject of the essay is quite of a 
sophistic nature, so the essay itself is merely the product of an inventive 
genius, totally devoid of spirit and earnestness. The arguments are 
brought forward one after the other with the greatest exactness, but there 
is no unity of thought, no general comprehension of ideas, no necessary 
connexion of one part with the other; nor are the different members 
grouped and massed together so as to form one consistent whole: hence, 
the wearisome monotony of conjunctions by which the sentences are 
linked together. { The prevalent collocation is the antithesis tricked out 
with all its old-fashioned ornaments, the Jsocola, Homeoteleuta, &e.§ 
The diction is free from the poetic ostentation of Gorgias; but it is so 


* Lysias left Thurii when, after the failure of the Sicilian expedition, the Lace- 
demonian party there got the upper hand, and domineered over the Athenian 
colonists. 

t+ According to the old tradition, it was written before the death of Socrates 
(Ol. 95, 1. B.c. 399). 

{ In this short essay, three sentences begin with ¢ci 3..., and four with xa} 
fry Shee e 

§ In the passages (p. 233): éxsivor ye xa) (a) dyartaoves, xa) (b) axorovdycovcs, 
wah (C) ras Qdeus HZovo1, nad (a) utraora nrbheovras, xa) (B) obx tAaxiorny dew sivovree, 
nah (y) worra dyabe adrois ctZovreu, the sentences a, RB, y are manifestly divided 
into three only for the sake of an equipoise of homeoteleuta. 
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carefully formed, and with so many artificial turns, that we are at once 
struck with the labour which such a school-exercise must have cost the 
writer. 

§ 3. In the extant collection of the works of Lysias we have no 
school-exercise (ue\éry) of this kind, and, generally, no speech anterior 
in date to the accusation of Eratosthenes: we have only those works 
which he composed in his riper years, and which exhibit the more 
matured taste of their author.* Among these, however, there is one 
which presents traces of his earlier declamation; the reason of which is 
to be sought in the difference of subject. The Funeral Oration for the 
Athenians who fell in the Corinthian war, which was written by Lysias 
after Ol. 96, 3. B.c. 394, but could hardly have been delivered in public, 
belongs to a class of speeches formally distinguished from the delibera- 
tivet+ and judicial $ orations, because it was not designed to produce 
any practical result. On this very account, the sort of speeches to 
which we refer, and which are called ‘speeches for display,” ‘ show- 
speeches,’ § were removed from the influence of the impulses which 
imparted a freer and more natural movement to orations of the prac- 
tical kind. They were particularly cultivated by the Sophists, who 
professed to be able to praise and blame everything; and, even after 
the time of the Thirty, they retained their sophistic form. Such a work 
is the Epitaphius of Lysias. This oration, following the fashion of such 
“‘ show-speeches” (é7icetEece), goes through the historical and mythicai 
ages, stringing together the great deeds of the Athenians in chronological 
order ; dwelling at great length on the mythical proofs of Athenian 
bravery and humanity, such as their war with the Amazons, their exer- 
tions in obtaining the sepulture of the heroes who fell at Thebes, and 
their reception of the Heracleide ; then recounting the exploits of the 
Athenians during the Persian invasion; but passing rapidly over the 
Peloponnesian war ;—in direct contrast to the plan of Thucydides ;—and 
in general laying the greatest stress on those topics which were most 
adapted for panegyrical declamation. || These ideas are worked out in 
so forced and artificial a manner, that we cannot wonder at those scholars 
who have failed to recognize in this speech the same Lysias that we find 
in the judicial orations. The whole essay is pervaded by a regular 


* With the excéption, as it seems, of the singular little speech, secs robs cuvov- 
viaerus xaxoroyiav, Which is neither a judicial speech nor yet a mere wsrtrn. It 
seems to be based upon real occurrences, but is altogether sophietical in the 
execution. It is a tract in which Lysias renounces the friendship of those with 
whom he had been on terms of intimacy and friendship. 

+ cvpBovazuriney ytvos, deliberatiwum genus. 

t Bixavixdy, gudiciale genus. § tridemrinoy, ruaynryuesw ov vives. 

| The only passage in which he evinces any real interest in his subject is that 
in which he extols those who put down the tyranny of the Thirty, and among 
them, the strangers who fought for the democracy on that occasion, and conse- 


quently obtained in death the same privileges as the citizens themselves (§ 66). 
2K2 
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monotonous parallelism of sentences, the antithesis being often one of 
words rather than one of thoughts: * Polus, or any other pupil of Gor- 
gias, could hardly have revelled more in assonances, + and such-like 
jingling rhetoric. 

§ 4. It is probable that Lysias would never have escaped from this 
forced and artificial style, had not a real feeling of pain and anger, like 
that which was excited in his bosom by the audacious impudence of the 
ex-tyrant Eratosthenes, given a more lively and natural flow, both to his 
spirits and to his speech. Not that we fail to recognize, even in the 
speech against Eratosthenes, the school in which Lysias had lived up to 
that time; for the tendency to divide, compare, and oppose, peeps out in 
the midst of the most violent and energetic declamation. But this 
tendency is here subordinated to the earnest vehemence with which Lysias 
unveils the baseness of his opponent. 

This occasion convinced Lysias what style of oratory was both the 
most suited to his own character and also least likely to fail in producing 
an effect upon the judges. He now began, in the 50th year of his life, 
to follow the trade of Antiphon, and wrote speeches for such private 
individuals as could not trust to their own skill in addressing a court. 
For this object a plain, unartificial style, was the best suited, because the 
citizens, who called in the aid of the speech writer, were just those who 
had no skill in speaking and no knowledge of rhetoric: { and thus Lysias 
was obliged to lay himself out for such a style, in which, of course, he 
became more and more confirmed by habit. The consequence was, that 
for his contemporaries, and for all ages, Lysias stands forth as the first, 
and, in many respects, the most perfect pattern of the plain (or homely) 
style. § 

Lysias distinguished, with the accuracy of a dramatist, between the 
different characters into whose mouths he put his speeches, and made 
every one, the young and the old, the rich and the poor, the educated 
and the uneducated, speak according to his quality and condition: th’s 
is what the ancient critics praise under the name of his Ethopwia. || The 
prevalent tone, however, was that of the average man; accordingly, 
Lysias adhered to the looser collocation of sentences, J which is ob- 

* As when Lysias says (§ 25): “sacrificing their body, but for yirtue’s sake 


setting no value on their life?’ where body and life (Wvxy), form no real opposi- 
tion, but only a Wevd%s avr/eeois, according to the striking remark of Aristotle, Rhet. 
ITI., 9 extr. 

t wagnxnoes, Such as pvipny rapa ris Oi wns Aabwy, Epitaph. § 3. 

T See Quinctil., Instit. Or. WII. 8, § 50, 51: Nam sunt multe a Grecis Latinis- 
que composite orationes, quibus alii uterentur, ad quorum conditionem vitamque 
aptanda, que dicebantur, fuerunt :—ideoque Lysias optime videtur in iis que 
scribebat indoctis, servasse veritatis fidem. ; 

§ 6 ioxves, apeans xagaxrne, tenue dicendi genus. 

ries Halic. de Lysia jud., c. 8,9, p. 467 Reiske. Comp. de Isea, c. 3, 
p- : 

WT Aczis SieAsArumetva, nearly the same as sigostyn. 
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served in ordinary conversation, and did not trouble himself with the 
structure of periods, which were just coming into fashion: although, at 
the same time, he shows that he understands the art of combining sen- 
tences in one whole; and, when the occasion serves, he can group his 
thoughts together and present them to his hearers with a vivid conception 
of their unity.* The figures of thought, as they are called, which we 
have mentioned above as interruptions to the natural current of our feel- 
ings, are used by Lysias very sparingly: but, at the same time, he alto- 
gether neglects the figures of speech, which made up the old-fashioned 
ornaments of rhetoric, and indeed, the more so in proportion as the tone 
of the particular speech is plainer and more simple. In the individual 
words and expressions Lysias keeps strictly to the ordinary language of 
every day life, and repudiates all the trickery of poetic diction, compound 
words, and metaphors. His object is to supply his client with as many 
convincing arguments as he can deliver before the judges in the short 
time which the water-clock (clepsydra) allowed to the plaintiff and 
defendant in an action. The procemium is designed solely to produce a 
favourable impression, and to conciliate the good will of the judges : 
the narrative part of the speech, for which Lysias was particularly 
famous, is always natural, interesting, and lively, and is often relieved 
by a few mimic touches which give it a wonderful air of reality; the 
proofs and confutations are distinguished by a clearness of reasoning, and 
a boldness and confidence of argument, which seem to leave no room 
for doubt ; in a word, the speeches of Lysias are just what they ought to 
be in order to obtain a favourable decision, which was the only object 
proposed by their writer ; an object in which, as it seems, he often suc- 
ceeded. 

§ 5. The most conspicuous among the speeches of Lysias are those 
which are designed to resent the injuries brought upon Athens and her 
individual citizens, in the time of their depression, by means of the 
oligarchical intrigues which preceded the tyranny of the Thirty, and by 
means of that tyranny itself, and in which Lysias and his family had so 
grievously suffered. To this class belongs the speech ayainst Agoratus, 
which, among his extant orations, immediately follows that against Era- 
tosthenes;+ and, although not delivered in the author's name, presents 
many points of resemblance to the latter. By suggesting that the party 


*°H cuorpiqourn Td vOnNaTe Kuh oreoyyinws ix@igourw atkic, as it is called by Dionys. 
Hal., de Lysia jud., 6, p. 464. He differs from Thucydides in placing the con- 
firmatory sentences and participles sometimes before and sometimes after the 
main sentence: e.g. the external circumstances first, and the suljective reasons 
afterwards. ‘ aes ; 

+ It was delivered Ol. 94, 4. n.c. 401, and is an accusation amuywyns, t.€. directed 
towards an immediate execution of the punishment, because the accuser regards 
Agoratus as a murderer, who, in defiance of the established law against murderers, 
still frequented the temples and public assemblies. 
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accused is the common enemy of the judges and of the accuser, the 
procemium at once conciliates the good will of the judges. It draws the 
attention of the audience to a highly interesting narrative, in which the 
fall of the democracy is connected with the ruin of Dionysodorus, whom 
the accuser seeks to avenge. This narrative, which at the same time 
unfolds the state of the case, and is premised as the main poimt in 
it,* begins with the battle of A®gos-potami, and details all the detestable 
manceuvres by which Theramenes endeavoured to deliver up his native 
city, unarmed, into the power of her enemies. The fear of Theramenes 
lest the leaders of the army should detect and thwart his intrigues, led 
to the guilt of Agoratus: according to the orator’s account of the matter, 
Agoratus willingly undertook to represent the commanders as enemics 
of the peace, in consequence of which they were apprehended and 
judicially murdered by the Council under the Thirty Tyrants. This 
narrative, which is given in the most vivid colours, and, in its main 
features, is supported by evidence, concludes, with the same artful and 
well-contrived simplicity which reigns throughout the speech, in a scene 
im the dungeon, where Dionysodorus, after disposing of his property 
leaves it as a sacred duty to be performed by his brother and brother-in- 
law, the accuser, and all his friends, nay, even by his unborn child, that 
they should take vengeance for his death on Agoratus, who, according to 
the Athenian way of viewing the matter, was considered as the chief author 
of it. The accuser now briefly sketches the mischiefs done by the 
Thirty—who could not have got their power without the intrigues here 
referred to ; confutes some pleas which Agoratus might bring forward in 
his justification, by a careful scrutiny of all the circumstances attending 
his denunciation ; then enlarges upon the whole life of Agoratus; the 
meanness of his family, his usurpation of the rights of citizenship, his 
dealings with the liberators at Phyle, with whom he sought to identify 
himself, 1 but was rejected by them as a murderer; then justifies the 
harsh measure of the summary process (d7aywy), which the accuser 
had thought fit to employ against Agoratus; and finally proves, that the 
amnesty between the two parties at Athens did not apply to Agoratus. 
The epilogue very emphatically lays before the judges the dilemma in 
‘which they were placed, of either condemning Agoratus, or justifying the 
execution of those persons whose ruin he had effected. The excellence 
of this brief but weighty speech will be perceived even from this 


* The dynos is elsewhere used by Lysias as the zardereess, or definition of the 
status caus@, and immediately follows the exordium ; whereas Antiphon follows up 
the exordium, without the introduction of any xardéeracis, by a part of the proofs, 
e.g. the direct proof or formal nullification, and then at last introduces the dynos 
to pave the way for other proofs, such as those springing from probability. 

+ Here an obscure point remains to be settled—what induced Agoratus to join 
the exiles at Phyle? The orator gives no reason for this conduct. but only adduces 
it as a proof of his shameless impudence, § 77, : 
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summary of it: it lies open to only one censure, which is generally 
brought against Lysias by the old rhetoricians—that the proofs of his 
accusation, which follow the narrative, hang together too loosely, and 
have not the unity which might easily have been produced by a more 
accurate attention to a closer connexion of thought. 

§ 6. Lysias was, in these and the following years, wonderfully prolific 
as an orator. The ancients were acquainted with 425 orations which 
passed under his name; of these, 250 are recognized as genuine: we 
have 35 of them, which, by the order in which they have come down to 
us, appear to have belonged to two separate collections.* One of these 
collections originally comprised all the speeches of Lysias arranged 
according to the causes pleaded in them, a principle of arrangement 
which we have already discovered in the case of Antiphon. Of this 
collection we have but a mere fragment, containing the last of the 
speeches on manslaughter, the speeches about impiety, and the first of 
the speeches about injuries: + either from accident or from caprice, the 
Funeral Oration is placed among these. The second collection begins 
with the important speech against Eratosthenes. It contains no complete 
class of speeches, but is clearly a selection from the works of Lysias, the 
choice of speeches being guided by their historical interest. Con- 
sequently, a considerable number of these speeches carry us deeply 
into the history of the time before and after the tyranny of the 
Thirty, and are among the most important authorities for the events 
of this period with which we are not sufficiently acquainted from 
other sources. As might be expected, none of these speeches is 
anterior in date to the speech against Eratosthenes: { nor can we show 
that any one of them is subsequent to Ol. 98, 2. B.c. 387,§ although 
lysias is said to have lived till Ol. 100, 2 or 3. n.c. 378.|| The 
arrangement is neither chronological, nor according to the causes 
pleaded ; but is an arbitrary compound of both. 


* According to the discovery made by a young friend of the Author, which will 
probably be soon brought out in a complete and finished state. 

+ The speech for Eratosthenes is an aroroyia Povov, and is followed by the speech 
against Simon, and the following zegi rgatwaros, which also belong to the Povixos 
2éyor; then come the speeches segi dasPeins, for Callias, against Andocides, and 
about the Olive: then follow the speeches zaxsrcyiav, to his comrades, for the 
warriors, and against [heomnestus. The speech about the Olive is cited by Har- 
pocration, v. cmxds, as contained éy rais rs aocbeias, and so his ray cupBoruiov Adyor, 
ixitgorinel Royo, are also quoted. ; 

¢ The speech of Polystratus does not belong to the time of the Four-hundred, 
but was delivered at the scrutiny (3.z2c/a) which Polystratus had to undergo as 
an officer of his tribe, and at which he was charged with having belonged to the 
Four-hundred. The speech Yusv xarvadorws drodoyia was delivered under similar 
circumstances. ‘ 

§ The speech about the property of Aristophanes probably falls under this year. 

|| A speech in the first series (that against Theomnestus) was written later,— 
Ol. 98, 4, or 99, 1. B.c. 384. 
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CHAPTER XXXVI. 


{ 1. Early training of Isocrates; but slightly influenced by Socrates. § 2. School 
of Isocrates; its great repute; his attempts to influence the politics of the day 
without thoroughly understanding them. § 3. The form of a speech the prin- 
cipal matter in his judgment. § 4. New developement which he gave to prose 
composition. § 5. His structure of periods. § 6. Smoothness and eyenness of 
his style. §%. He prefers the panegyrical oratory to the forensic. 


§ 1. Ir is very doubtful whether Plato would have accorded to Isocrates 
in his maturer age those high praises which he has bestowed upon him 
in the earlier years of his life, or would have preferred him so decidedly 
to Lysias. Isocrates, the son of Theodorus, was born at Athens in Ol. 
86, 1. p.c. 436, and was, consequently, about 24 years younger than 
Lysias. He was, no doubt, a well-conducted youth, eager to acquire 
information ; and, to get himself thoroughly educated, beeame a pupil, 
not only of the Sophists Gorgias and Tisias, but also of Socrates. Jn the 
eircle of his friends so strong an impression was created in his favour, 
that it was believed that ‘‘he would not only in oratory leave all other 
orators behind him like children, but that a divine instinct would lead 
him on to still greater things. For that there was an earnest love of 
wisdom in the heart of the man.”? Such is the prophecy concerning him. 
which Plato puts into the mouth of Socrates himself. Notwithstanding 
this, however, Isocrates seems to have made no use of the great philo- 
sopher beyond acquiring from him such a superficial knowledge of moral 
philosophy as would enable him to give a colouring of science to his 
professional exertions. Rhetoric was, after all, his main occupation, and 
no age before his had seen so much care and labour expended on this art. 
Accordingly, Isocrates essentially belongs to the Sophists, differing from 
them only in this, that he could not any longer oppose the Socratic phi- 
Tosophy by the bold proposal of making all things equally true by 
argument :* on the contrary, he considered speech as only a means 
of setting forth, in as pleasing and brilliant a manner as possible, some 
opinion, which, though not very profound, was, at any rate, quite praise- 
worthy in itself. If, however, he was less concerned about enlarging 
his ideas and getting a deeper insight into the reality of things, or, im 
general, comprehending the truth with greater clearness and accuracy, 
than about perfecting the outward form and ornamental finish of his 


* See the speech seg) avridocews, § 30, where he justly repudiates the charge,, 
that he was corrupting the youth by teaching them to turn right into wrong in the 
courts of justice. Comp. § 10. 
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style, it follows that Plato, if he had criticized him when farther 
advanced in his career, must have classed him among the artizans, 
who strove after a mere semblance of truth, in opposition to the true 
philosophers. 

§ 2. Isocrates had a strong desire to give a political turn to the 
art of speaking which, with the exception of the panegyrical species, 
had hitherto been cultivated chiefly for the contests of the courts :* but 
bashfulness and physical weakness prevented him from ascending him- 
self the bema in the Pnyx. Consequently, he set up a school, in which 
he principally taught political oratory ; and so sedulously did he instruct 
young men in rhetoric, that his industry was fully recognized by his 
contemporaries, and his school became the first and most flourishing in 
Greece.t Cicero compares this school to the wooden horse of the Trojan 
war, because a similar number of oratorical heroes proceeded from 
it. Public speakers and historians were his principal auditors; and the 
reason of this was, that Isocrates always selected for his exercises such 
practical subjects as appeared to him both profitable and dignified, and 
chiefly proposed as a study to his hearers the political events of his own 
time—a cireumstance which he has himself alleged as the main distinc- 
tion between himself and the Sophists.{ The orations which Isocrates 
composed were mostly destined for the school; the law-speeches which 
he wrote for actual use in the courts were merely a secondary considera- 
tion. However, after the name of Isocrates had become famous, and 
the circle of his scholars and friends extended over all the countries 
mhabited by Greeks, Isocrates calculated upon a more extended publicity 
for many of his orations than his school would have furnished, and 
espectally for those which touched on the public transactions of Greece : 
and their literary circulation, by means of copies and recitations, obtained 
for him a wider influence than a public delivery from the bema would 
have done. In this manner, Isocrates might, even from the recesses of 
his school, have produced a beneficial effect on his native land, which, 
torn with internal discord, was striving against the powerful Mace- 
donian; and, to say the truth, we cannot but allow that there is 
an effort to attain this great object in those literary productions 
which he addressed, at different times, to the Greeks mm general, to the 
Athenians, to Philip, or to still remoter princes;§ nay, we some- 

* 26 dimavixiy a/hnes Isocrates, in his speech against the Sophists, § 19, blames 


earlier rhetoricians for making the 2.«<@eoéas the chief point, and so bringing 


forward the least agreeable side of rhetoric. 
+ He soon had about 100 hearers, each of whom paid a fee of 1000 drachme 


(one-sixth of a talent). 

t See especially the panegyric on Helen, § 5, 6. 

§ In this manner Isocrates endeavoured to work upon the island of Cyprus, 
where at that time the Greek state of Salamis had raiséd itself into importance. 
His Evagoras is a panegyric on that excellent ruler, addressed to his son and 


successor, Nicocles. The tract Nicocles is an exhortation to the Salaminians to 


506 HISTORY OF THE 


times find in them a certain amount of plain-speaking ;* but it is quite 
clear that Isocrates had none of those profound yiews of policy which 
could alone have given weight and efficiency to his suggestions. He 
shows the very best intentions, always exhorts to concord and peace, lives 
in the hope that every state will give up its extravagant claims, set free 
its dependent allies, and place itself on an equal footing with them, and 
that, in consequence of these happy changes, something great will be 
undertaken against the barbarians. We find nowhere in Isocrates any 
clear and well-based conception of the principles by which Greece may be 
guided to this golden age of unity and concord, especially of the rights of the 
states which would be affected by it, and the claims which would have to 
be set aside, In the spcech about the peace, which was published during 
the Social War, he advises the Athenians, in the first part, to grant inde- 
pendence to the rebellious islanders ; in the second part, he recommendeg 
them to give up their maritime supremacy~— judicious and excellent propo- 
sals, which would only have the effect of annihilating the power of Athens 
and checking every tendency to manly exertion. In his Areopagiiicus 
he declares that he sees no safety for Athens, save in the restoration of 
that democracy which Solon had founded and Cleisthenes had revived ; 
as if it were possible to restore, without the least trouble in the world, 
a constitution, which, in the course of time, had undergone such manifold 
changes, and, with it, the old simplicity of manner, which had altogether 
disappeared. In his Panegyricus, he exhorts all the Greeks to give up 
their animosities. and to direct their ambition against the barbarians; 
the two chief states, Athens and Sparta, having so arranged as to divide 
the Hegemony or leadership between them: a plan very sensible at the 
time, and not altogether impracticable, but requiring a totally different 
basis from that which Isocrates lays down; for presuming a violent 
objection on the part of the Lacedéemonians, he proves to them, from 
the mythical history of early times, that Athens was more deserving of the 
leadership than Sparta. t The only true and correctly conceived part of 
the speech is that in which he displays the divided condition of Greece, 
and the facility with which the Greeks, if only united, could make con- 
quests in Asia. Lastly, in his Philip, a tract inscribed to the king of 
Macedon, when this prince, in consequence of the treaty concluded by 


obey their new ruler; and his harangue to Nicocles is an exhortation addressed to 
the young ruler, on the duties and virtues of a sovereign. 

* “Tam accustomed to write my orations with plainness of speech,” says he 
in his letter to Archidamus (IX.), § 13. This letter is undoubtedly genuine ; but 
the following, that to Dionysius (X.), is, as clearly, the work of a later rhetorician 
of the Asiatic school. 

+ What Isocrates says in this speech (written about Ol. 100, 1. B.c.-380): shy 
pty nusrioay wor pediov tr) radra reoayayelv, at all events does not accord with the 
result of the negotiations given in Xenoph., Hellen. VI. 5, § 3,4; VII. 1, § 8 and 
I4 (Ol. 102, 4. B.c. 369) ; where Athens renounces the only practical method of 
sharing the Hegemony, by land and water, which the Lacedsemonians had offered. 
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#schines, had placed Athens in a disagreeable predicament, he exhorts 
the Macedonian to come forward as mediator between the dissident states 
of Greece—the wolf as mediator in the quarrels of the sheep—and then 
to march along with their united forces against the Persians—the very 
thing which Philip wished to do, but then he desired to do so in the 
only possible way by which it could be brought about, namely, as their 
leader, and, under this name, as the ruler of the free states of Greece. 

How strange, then, must have been the feelings of Isocrates, when 
news was brought to him of the downfal of Athenian power and Greek 
independence at Cheronea! His benevolent hopes must have been 
so rudely dashed to the ground by this one stroke, that probably it was 
disappomtment, no less than patriotic grief for the loss of freedom, that 
induced him to put an end to his life. 

§ 3. The manner in which he speaks of them himself makes it evident 
that his heart was but little affected by the subjects treated of in these 
speeches. In his Philip he mentions that he had treated on the same 
theme—the exhortation to the Greeks to unite themselves against the 
barbarians—in his Panegyricus also, and dwells on the difficulty of 
discussing the same subject in two different orations ; “ especially since,” 
to use his own words, “the first published is so accurately composed 
that even our detractors imitate it, and tacitly admire it more than those 
who praise it most extravagantly.” * In the Panathenaicus, an eulogium 
en Athens, written by Isocrates when far advanced in‘age, he says, that 
he had given up all earlier kinds of rhetoric, and had devoted himself to 
the composition of speeches which concerned the welfare of the city and 
of Greece in general; and, consequently, had composed discourses “ full 
of thoughts, and decked out with not a few antitheses and parisoses, and 
those other figures which shine forth in the schools of rhetoric and com- 
pel the hearers to signify their applause by shouting and clapping ;”’ at 
the present time, however, being 94 years old, he did not think it be- 
coming in him to use this style, but would speak as every one thought 
himself capable of speaking if he chose, though no one would be able to 
do so who had not bestowed upon his style the necessary attention and 
labour.t It is clear, that, while Isocrates pretends to be casting his 
glance over all Europe and Asia, and to have his soul filled with anxiety 
for his native land, the object which he really has in his eye is the 
approbation of the school and the triumph of his art over all rivals. So 
that, after all, these great panegyrical orations belong to the class of 
school-rhetoric, no less than the Praise of Helen and the Bustris, which 
Isocrates composed immediately after the pattern of the Sophists, who 
frequently selected mythical subjects for their encomiastic or vituperative 


* TIsocrat. Philipp., § 11. See the similar assertion in the Panegyricus itself ) 4, 
+ Isocrat. Panathen., § 2. 
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discourses. In the Praise of Helen he blames another rhetorician 
for writing a defence of this much maligned heroine, after having 
professed to write her eulogium. In the Busiris he shows the Sophist 
Polycrates how he should have drawn up his encomium of this bar- 
barous tyrant, and also incidentally sets him right with regard to an 
ill selected topic which he had introduced into an accusation of Socrates, 
composed by him as a sophistical exercise. Polycrates had given 
Socrates the credit of educating Alcibiades; ‘‘a fact which no one had 
remarked, but which redounded rather to the credit than to the discredit 
of Socrates, seeing that Alcibiades had so far excelled all other men.” * 
In this passage Isocrates merely criticizes Polycrates for an injudicious 
choice of topics, without expressing any opinion upon the character of 
Socrates, or the justice of his sentence; which were considerations 
foreign to the question. Isocrates attempts to pass off his own rhetorical 
studies for philosophy,+ but he really had very little acquaintance with 
the philosophical strivings of his age. Otherwise he would not have 
included in one class, as ‘‘ the contentious philosophers,’ the Eleatics 
Zeno and Melissus, whose sole object was to discover the truth, and the 
Sophists Protagoras and Gorgias. { 

§ 4. Little as we may be disposed, after all these strictures, to regard 
Isocrates as a great statesman or philosopher, he is not only eminent, but 
constitutes an epoch in himself, as a rhetorician or artist of language. 
Over and above the great care which he took about the formation of his 
style, Isocrates had a decided genius for the art of rhetoric; and, when 
we read his periods, we may well believe what he tells us, that the 
Athenians, alive as they were to beauties of this kind, felt a real enthu- 
siasm for his writings, and friends and enemies vied in imitatmg their 
magic elegance. When we read aloud the panegyrical orations of 
Isocrates, we feel that, although they want the vigour and profundity 
of Thucydides or Aristotle, there is a power in them which we miss 
in every former work of rhetoric—a power which works upon the mind 
as well as upon the ear; we are carried along by a full stream of har- 
monious diction, which is strikmgly different from the rugged sentences 
of Thucydides and the meagre style of Lysias. The services which 
Isocrates has performed in this respect reach fer beyond the limits of his 
own school. Without his reconstruction of the style of Attic oratory 
we could have had no Demosthenes and no Cicero; and, through these, 


* Busiris, § 5. 

t e.g. in the speech to Demonicus, § 3; Nicocles, § 1; Concerning the Peace, § 5; 
Busiris, §'7; Against the Sophists, § 14; Panathenaicus, § 263. In his seg) dyes 
dovews, § 30, he opposes the mel res dixas xaAswdoduevou to the weg THY PirAccoPiay 
Dicer pipavres. 

} Praise of Helen, § 2—G: 4 weg ras todas Pirovopia. Similarly in the speech 
wtel avridocems, § 268, he mixes up the physical speculations of the Eleaties and 
Pythagoreans with the sophisms of Gorgias. 
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the school of Isocrates has extended its influence even to the oratory of 
our own day. 

Isocrates started from the style which had been most cultivated up to 
his time, namely, the antithetical.* In his earlier labours he took as 
much pains with this symmetrical structure as any Sophist could have 
done: but in the more flourishing period of his art he contrived to melt 
down the rigidity and stiffness of the antithesis, by breaking through the 
direct and immediate opposition of sentences, and by marshalling them in 
successive groups and in a longer series. 

Isocrates has always one leading idea, which is in most cases of suit- 
able importance, fertile in its consequences, and capable of evoking not 
ouly thought but feeling; hence his fondness for general political sub- 
jects, which furnished him best with such topics. In these leading 
thoughts he seizes certain points opposed to one another, such as the 
old and the new times, or the power of the Greeks and that of the bar- 
barians ; and expanding the leading idea in a regular series of sequences 
and conclusions, he introduces at every step in the composition the 
propositions which coutradict it in its details, and in this way unfolds an 
abundance of variations always pervaded and marked by a recurrence of 
the original subject; so that, although there is great variety, the whole 
may be comprehended at one glance. At the same time, Isocrates is 
careful that the ear may be cognizant of the antitheses which are pre- 
sented to the thoughts, and he manages this after the fashion of the older 
Sophists: but he differs from them, partly in not caring so much about 
the assonances of individual words, as about the rhythm of whole sen- 
tences; partly by seeking to break up the more exact correspondence of 
sentences into a system less marked by the stiff regularity of its members ; 
and partly by introducing into the longer sets of antithetical sentences a 
gradual increase in the force and intensity of his language; this he 
effected by extending the sentences, especially in the third member and 
at the end ; + and thus an entirely new vigour of movement was given to 
the old antithetical construction. 

§ 5. The ancients recognize Isocrates as the author or first introducer 
of the circle of language, as it was called, { although the Sophist Thrasy- 
machus, a contemporary of Antiphon, is acknowledged to have been 
master of “ the diction which concentrates the ideas and expresses them 


roundly.” { It was the same Thrasymachus whose chief aim it was 
ss ayrineineyn Atkis. 

+ ‘(In composite sentences,” says Demetrius, de Elocut., § 18, ue the last mem- 
ber must be longer than the others.” ft ninhos, orbis orationis. 

f 4 cvereipovcae ra Bianvonpwara nal orpoyylrus tx Pt poura bess. See Theophrastus 
(apud Dionys. de Lys. judic., p. 464), who lays claim to this art on behalf of Lysias 
also. What is meant by the orpoyyvaov appears clearly from the example which 
Hermogenes (Walz. Rhetores I{I., p. 704) has given from Demosthenes : dome vues 
siris txsivay idaw, ov rads obx ky tygurpas: olrms, Ly av vy HAWS, HAAS ob yeay. Suc 
a sentence is like a circle which necessarily returns to itself. 
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to have the power of either rousing or quieting the anger of his hearers 
(e. g. the judges), and, in general, of working at pleasure on the feelings 
of men. There was a work of his called ‘“‘ The Commiseration Speeches’’ 
(éXeou), and it is to be remarked that this tendency of his eloquence must 
have induced him at the same time to give an easier and more lively flow 
to his sentences. It was Isocrates, however, above all others, who, by a 
judicious choice of subjects, imparted to his language the harmonious 
effect which is so closely connected with the cércle of language, as it is 
called. By this we understand such a formation and distribution of the 
periods that the several members follow one another as integral parts 
of one whole, and the general conclusion is expected by the hearer in the 
very place where it occurs, and is, as it were, almost heard before it is 
uttered.* This impression is produced partly by the union of the 
several sentences in larger masses, partly by the relation of these masses 
to one another, so that, without counting or measuring, we feel that there 
is a sort of harmony which a little, either more or less, would utterly 
destroy. This is not merely true of primary and subordinate sentences, 
in the proper sense of the word, which are mutually developed by the 
logical subordination of thoughts to one another,t but also holds of the 
co-ordinate masses of opposed sentences (in that antithetical style { to 
which Isocrates’ longer periods mostly belong), if a periodical cadence 
is introduced into them. The ancients themselves compare a period in 
which there is a true equilibrium of all parts with a dome § in which all 
the stones tend with equal weight to the middle point. It is obvious that 
this must be regulated by the rhetorical accent, which is the same in oratory 
that the grammatical accents are in language, and the arszs and thesis in 
rhythm: these accents must regularly correspond to one another, and 
each fully occupy its own place: an improper omission, and especially a 
loss of the fuller accent at the end of the period, is most sensibly felt by 
a fine and correct ear. The ancients, however, like the moderns, rather 
leave this main point to be fixed by a sort of general feeling, and reserve 
definite rules for the subordinate details, upon which Isocrates has be- 
stowed most extraordinary pains in his panegyrical speeches. Euphonious 
combinations of sound, avoidance of hiatus, certain rhythmical feet at the 
beginning and end of sentences, these are the objects which he aims at 
with labour far more than proportioned to the effects which they produce 
on the hearer. This sort of prose has, in these particulars, a great 
resemblance to tragedy, which also avoided the hiatus more than any 
other kind of poetic composition. || 
* Compare Cicero’s admirable remarks, Orator. 53, 177, 178. 


+ Such as temporal, causal, conditional, and concessive protases, with their 


apodoses. 
+ ’ "a s \ J 
$ avTinerucym rékis. § TeeiPeons TTEYN. 

|| The ancients frequently express their well-founded opinion, that the juxta- 


position of yowels in words and collocations of words produces a soft (molle guid- 
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§ 6. Isocrates was justly impressed with the necessity of having a 
certain class of subjects for the developement ofthis particular style. 
He is accustomed to combine the substance and form of his oratory, as 
when he reckons himself among those “‘ who wrote no speeches about pri- 
vate matters, but Hellenic, political, and panegyrical orations, which, as all 
persons must allow, are more nearly akin to the musical and metrical lan- 
guage of the poets than to those speeches which are heard in the law- 
courts.” * The full stream of Isocratic diction necessitates the recurrence 
of certain leading ideas, such as are capable of being brought out in the 
details with the greatest possible variety, and of being proved by a con- 
tinually increasing weight of conviction. The predominance of the rhe- 
toric of Isocrates consequently banished from the Attic style more and 
more of that subtilty and acuteness which seeks to give a definite and 
accurate expression to every idea, and to obtain this object a sacrifice was 
made of the correspondence of expressions, grammatical forms, and con- 
nexions of sentences, which formed the basis of that impressive and sig- 
nificant abruptness of diction by which the style of Sophocles and Thucy- 
dides is distinguished. The flowing language and long periods of Isocrates, 
if they had had any of this abruptness, would have lost that intelligibility 
without which the hearers would not have been able to foresee what was 
coming, and to feel the gratification resulting from a fulfilment of their 
expectations. In Thucydides, on the contrary, we can scarcely feel con- 
fident of having seized the meaning even when we get to the end of the 
sentence. Hence it is that Isocrates has avoided all those finer distinc- 
tions which vary the grammatical expression. His object manifestly is 
to continue as long as possible the same structure with the same case, 
mood, and tense. The language of Isocrates, however, though pervaded 
by a certain genial warmth of feeling, is quite free from the influence 
of those violent emotions, which, when combined with a shrewdness and 
cunning foreign to the candid disposition of Isocrates, produce the so- 
called figures of thought.¢ Accordingly, though we find in his speeches 
vehement questions, exclamations, and climaxes, we have none of those 
stronger and more irregular changes of the expression which such figures 
beget. Isocrates also seeks a rhythmical structure of periods, which 
seldom admits of any relation of the sentences calculated to cause sur- 


dam, Cicero) and melodious effect (w420;, is the expression of Demetrius), such as 
was suitable to epic poetry and the old Ionic prose. The contraction and elision 
of vowels, on the other hand, make language more plain and compact; and, when 
all collisions of vowels at the end and beginning of words is avoided, a kind of 
smoothness and finish is produced, such as was necessary for dramatic poetry and 
panegyrical oratory. According to Dionysius, every hiatus is removed from the 
Areopagiticus of Isocrates; to produce this, however, there must have been a 
greater number of Attic contractions (crases) than we find in the present state of 
the text. 

* Isocrates, regi avridicews, § 46. 

t cxnparn cris diavoias, Chap, XXXIIL, § 5. 
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prise by their inequality :* he aims at an equability of tone, or at least 
a tranquillity of feeling; deep and varied emotions would necessarily 
break the bonds of these regular periods, and combine the scattered 
members in a new and bolder organization. The ancients, therefore, 
agree that Isocrates was entirely deficient in that vehemence of oratory 
which transfers the feelings of the speaker to his audience, and which is 
called decvdrne in the narrower sense of the word; not so much because 
the labour of polishing the style in its minor details mars this vigour of 
speech (as Plutarch says of Isocrates: ‘‘ How could he help fearing the 
charge of the phalanx, who was so afraid of allowing one vowel to come 
in contact with another, or of giving the zsocolon one syllable less than 
it ought to have,” +), but because this smoothness and evenness of style 
depended for its very existence upon a tranquil train of thoughts, with 
no perturbations of feeling to distract the even tenor of its way. 

§ 1. In the well-founded conviction that his style was peculiarly 
adapted to panegyrical eloquence, Isocrates rarely employed it in 
forensic speeches; in these he approximates more nearly to Lysias. 
However, he was not, like the orator just mentioned, a professed speech- 
writer, or logographus. The writers of speeches for the law courts 
appeared to him, as compared with his pursuits, to be only doll-makers 
as compared with Phidias;{ he wrote comparatively few speeches for 
private persons and for practical purposes. The collection which has 
come down to us, and which comprises the majority of the speeches 
recognized by the ancients as the genuine works of Isocrates,§ con- 
tains 15 admonitory, panegyrical, and scholastic discourses, which were all 
designed for private perusal, and not for popular assemblies or law- 
courts; and after these come six forensic orations, which, no doubt, were 
written for actual delivery in a court of justice.|| Isocrates also wrote, 

* As in the beautiful antithetie period at the beginning of the Panathenaicus, 
the first part of which, with the yéy, is very artificially divided by the opposition 
of negation and position, and the developement of the negation in particular by 


the insertion of concessive sentences; while the second part is broken off quite 
short. If we express the scheme of the period thus :— 
Aivececseece sD 
SSS 
I II 
———, u_—_— 
a, G, b, B, Ry b 
B consists only of the words viv 3’ 063 érweody rods roodrous. In this Isocrates may 
have imitated Demosthenes. 
t Plutarch, de gloria Athen., c. VIII. Demetrius (de Elocut., § 247) remarks, 
that antitheses and paromeea are not compatible with deworns. 
f wep) dvridoosws, § 2. 
§ Cecilius acknowledged as genuine only 28 speeches. We have 21. 
|| The speech about the exchange (weg avridseews) does not belong to this class. 
It is not a forensic speech, but written when Isocrates was compelled by the offer 
of an exchange to sustain a most expensive liturgy,—the Trierarchy. In order to 
correct the false impressions which were entertained with regard to his profession 


and income, he torofe this speech as ‘a picture of his whole life, and of the plan 
which he had pursued,” Side 
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at a later period, a theoretical treatise, or réx»7, embodying the prin- 
ciples which he had followed in his teaching, and which he had improved 
and worked out by practice. This work was much esteemed by ancient 
rhetoricians, and is often quoted. * 

We have now brought the history of Attic prose, through a series of 
statesmen, orators, and rhetoricians, from Pericles to Isocrates: we have 
not yet arrived at its highest point ; but still this was a remarkable 
eminence. We now go back again for a few years, in order to com- 
mence from a new beginning, not only of Attic training, but of the 
human mind in general, and to take under consideration a series of 
remarkable appearances springing from that source. 


- 


*,* To this point the work was brought, when the learned 
Author proceeded to Greece for the purpose of making personal 
researches, but where, unfortunately, death brought his labours 
to aclose. The Society have therefore determined to close the 
volume here; and to leave to the writer of the subsequent portion 
of the History of Greek Literature a perfect freedom as to the 
form and manner in which he shall undertake the task. 
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mode of singing ....... sisi alays, aioe Vem LD: 
new subjects introduced into........ 452 
Aristotle's pean on Virtue...seseeee ib. 
PERICLES. (See Athens).......... 280 
PHERECYDES (Ionic philosopher) .. 240 
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Zeno. (See his name) ......... Sno, lee 
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copious mythology introduced ...... 226 
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PISISTRATIDS, the. (See Athens) .. 278 
POETRY of the Greeks 
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the Threnos and Hymenckos..+.++ 20, 21 
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of Demeter and Dio- 
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poetical style and tone of the ancient 
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perpetuated by memory, not by writing 37 
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the exploits of Hercules—the ship 
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their scientific development subsequent 
to his time..... pester - 258 
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separated from Tragedy by Cherilus.. ib. 
subjects and characters of ... 
separation completed by Pratinas.... 
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astronomical calculations .......... 241 
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Tragedy of the Greeks) .......... 298 
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his property at Scapte Hyle ...+.+.. ib. 
sketch of his personal career ........ 480 
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